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KOHUWENTYAJIHA YMETHOCT H APYUITBEHA 
AEBUJAHTHOCT Y C®P JYTOCJABHJH 


Castcemak: Y pally ce uctpaxyje ofHoc u3Mehy deHOMeHa KOHIIelITyasHe 
YMCTHOCTH HM pa3IMYMTHX MojaBHUx OOIHKa JPyWTBeHe JeBHjJaHTHOCTH Ha TIpocto- 
py Counjanuctuuke DexepatuBHe PenyOmuKe JyrocnaBuje. Y 1pBoM Jey ce pa3- 
MaTpa reHepaJIHH OHOC H3Mehy KOHIelTyaHe yYMeTHOCTH H JpylITBeHe TeBHjaHT- 
HOCTH, OK ce y ApyroM Jelly ipuka3yje JpyWITBeEHOMOMMTHYKH KOHTCKCT y KOMEe ce 
jyrOcOBeHCKa KOHUellTyasiHa YMeTHOCT pa3BHjasia TOKOM ceyaMyjeceTHx rogMHa 
tpoumior Beka. Tpehu geo mocsehen je npeno3sHaBaby HM aHasIv3H HeKOJIMUHMHeE 
IpyWITBeHO JeBHjaHTHHX ojaBHux OOIMKa KOjM ce MOry IPHMeTHTH y Be3H Ca TI0- 
MeCHYTHM Ce€rMeHTOM jyrOCIOBeHCcKe yMeTHOCTH u3 1970-ux roguHa. IIpu tome je 
TloceOua maxkwha MocBeheHa KaTeropujH TeBUjJaHTHUX MojaBa Koje CMO AeduHUcaTH 
Kao ,,aHTHCHCTeMCKe JeBHjaluje”. Y 3aBplHOM, YeTBPTOM Aely youeHe cy ocobe- 
HOCTH JpPyWTBeHO eBHjaHTHHX MaHHectaluja jyrOcuOBeHCKe KOHUelTyaHe 
yMetHoctu. Mehy 3Ha4ajHHjHM yBHUHMa, HCTaKHYyTO je HarslallieHO IIpHcycTBO aH- 
THCHCTeMCKHX JeBijaluja y OKBUpy AeuOBarba jeqHOr ella jyTOCOBeCHCKe KOHIeII- 
TyamHe cyeHe. Taxohe je HyeHTHpuKOBaHa aMOMBAIIeCHTHOCT jyrocsIOBeHCKOr pe- 
*KUMa Y MOrseyy OHOca Ka YMCTHHYKO] HeoaBaHrapdH: ca jeqHe cTpaHe, 3HayajHo 
muOeparHHjH ofHoc y mopehemy ca pexumMuma Vctounor OsoKa, aM ca ~pyre 
cTpaHe H CIIPeMHOCT Ha OAIyyaH OOpa4yH HM MpOroH y culy4ajy OTBOpeHOr 3aquparwa 
y Bulagajyhu mopezax. Kao jeqaH 0] OCHOBHMX 3aKJby4aka, puMeheno je ya ce jy- 
TOCJIOBCHCKa KOHUelTyasHa yMeTHOCT (mpatehu cyqOuny JyrocnaBuje kao DpxaBe 
,H3Mehy HcToKa H 3allayqa”) H 10 WMTaby ApyuITBeHe JeBMjaHTHOCTH Hasla3via Ha 
Toma WyTa u3Mehy KoHUelTyaMctTa H3 3aaqHux 3eMasba M OHHX v3 ApxKaBa Mc- 
TouHOr OOKa. Y TOM CMHCJIy, APYWITBeEHONOTMTHYKH pexumM y CDPJ omoryhaBao 
je 3HaTHO BHIIM CTeMeH JHYHAX UW YMeTHHYKHX COO0Na Hero UITO je Ono cyy4a] y 
BehHHU COUMjaIMCTHYKHX [pxKaBa, alld je HCTOBPeMeHO eCHepruyHo CaHKUMOHMCaOo 
aHTHCHCTEMCKO HM aHTHApKaBHO [eOBarbe, ca WMJbeM OOe3beherma Bilanajyher no- 
petka. 

Kayune peuu: jyrocuoBencKa yMeTHOCT, KOHIelTyasIHa YMeTHOCT, caBpeMe- 
Ha YME€THOCT, HeoaBaHTapya, APyUITBeHa JJeBUjJaHTHOCT, YMeTHOCT HU eBujaHTHOCT 
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OnwITH OfHOC KOHWeNTyaIHe YMeTHOCTH H ApyWITBeHe eBujaHTHOCTH 


Cibepa yMeTHOcTH OyBek je HMasIa OnpeheHux JOAMpHUX esIeMeHata ca 06- 
tauhy IpyuiTBene WeBujaHTHOcTH. TakBe 3ajeqHH4Ke Tadke MOTy ce MaHHdecToBa- 
TH Ha pa3JIM4HTHM MOJbUMa, Y pactloHy OJ TeMaTHKe YMeTHMYKOr Aesa, IpeKo yMe- 
THHYKOL CTBapalalTBa cxBaheHor Kao IIpolieca HacTaHKa jleyla, cBe WO came 
JIM4HOCTH yMeTHHKa. Y ckylayly ca HaBe}eCHHM, MO%KeMO MOJCeTHTH Ha paHuje T0- 
Hyheny Kkilacnbukaujy couMjasHo JeBujaHTHHXx NojaBa NoBesaHux ca yMeTHOouIhy: 
1. YMeTHHK Kao JeBHjaHT; 2. IpHKa3vBake eBHJaHTHOCTH KaO TeMa YMeTHHYKOr 
Tema; 3. YMeTHHYKO JeO Kao TeEBHjaHTHa NojaBa WIM payba (Matkovié 2017). 


Kaya roBopuMo 0 peslalvjH apTHCTHYKOr HM APyUITBeHO AeBHjaHTHOTr, CaBpe- 
MeHa YMCTHOCT 3aBpehyje mocebuy maxmy. Haume, caapeMeHa yMeTHOCT HapounTo 
je clleyupuuna 300r HarmalieHor Opucatba rpanuue u3Mehy yMeTHHKOBOr CTBapa- 
laukor HW WpHBaTHor »*xuBOTAa (Matkovié 2017), oqHocHo, peyuma J. Jenerpuja (De- 
negri 2013, 36) 360r ,,10qyqapHOCTH 2%XMBOTHOr HM YMeTHHYKOr MOHallawba”, 0 4eMy 
CHIMKOBUTO CBexOUH HM cTaHoBute Joseda bojca mpema KoMe je ,,cBaKH 4YOBCK yMe- 
THUK” (Beuys 1978). JeqHa on Nocnequa OBe TeHeCHIMje yHyTap caBpeMeHe yMe- 
THOCTH jecTe BeJIMKa eKCHaH3Hja KaKO KBaHTHTeTa, TakKO H MOryhux MoasMuTeTa 
apTHCTHYKHX JpyWITBeHO eBHjaHTHHX TojaBa. JloOap mpumep 3a HaBeyeHu deHo- 
MeH IIpe{CTaBJba KOHIelTyasIHa YMeTHOCT, Kao apTHcTHyKa (opMa 4nja oOeexKja y 
BeJIHKO] MepH OCTaBJba]y IIpOcTOp 3a YKJbyYHMBabe pa3IM4HTHX ,,7KMBOTHMX” eJie- 
MeHaTa, Te C€aMMM THM HM OHMX eJIeMeHaTa KOjH Ce MOry OKapakTepHcaTH Kao JeBH- 
jaHTHn. 


IIpema ged@unuynju M. Ulysaxosuha (2007, 218), konmenryanHa yMeTHOCT 
jecTe ,,Ha3HB 3a ayTOped*IeKCHBHe, aHaIMTH4Ke, KPHTHUKe, IpoTeopHjcKke Hu MeTaje- 
3H4Ke YMCTHHYKE IIpakce, 3aCcHOBaHe Ha HCTpaxkuBawy KapakTepa, KOHIelITa H CBe- 
Ta YMeTHOCTH”, Ip 4YeMy KOHUelTyaHa yMeTHHYKa esa MOTy OHTH ,,KOHIenTH” 
»TCOPUjcKH oOjekTH”. OBome Tpeba npuAoTaTH u 3anlaxKare JI. YuTepKodsepa (Un- 
terkofler 2012, 12) mpema kome ce ,,Naposia 0 jeqHHCTBY YMCTHOCTH H 2KMBOTA, Koja 
je opMysIMcaHa y HCTOpHjCKMM aBaHrapyaMa ToueTKOM 20. Beka, Ca CHTY3Hja3MOM 
[...] peakTyemu3yje HM pealu3yje y YMeTHHUKHM HojaBama Tocie 1968. roquHe” — 
Mehy 4uje HajBaxHuje IpeqcTaBHuke NoTHaya yupaBo KOHUerTyamHa yMeTHocT. W3 
W3IOKEHOr Ce MOXKe NPHMeTHTH Wa KOHUeITyaIH3aM HeBOJOeHO TIpescTaBsba ap- 
THCTHYKO yCMeperbe y KOMe je y BeHKO] MepH OCTBapeHa 3aMHcao O H3jeq- 
HayaBalby YMCTHOCTH HW 2KMBOTA, OHOCHO YMeTHHKa Kao JIM4HOCTH MW HeroBor yMe- 
THHUYKOr Jema. Ca Apyre ctpaHe, KOHMenTyalHa yMeTHOCT HCTOBpeMeHO TIpeycTaB- 
Jba HW 3HavajHOr pesCTaBHHKa HeoaBaHrapAHUX YMeCTHHYKHX Wpakcu Koje cy cio- 
coOHe Wa UcKaxy cyOBep3HBHY JHMeH3Hjy YMeTHOCTH, KpO3 HHKOpmopucarbe WIH 
liponaruparbe pa3sM4HTUXx ueja koje Ou ce Morse OKapakTepucaTH Kao acolMjaHe 
JIM AHTHCOLMjasHe, OMHOCHO JpyuITBeHO AeBujaHTHe.' Mmajyhu y Buy cBe HaBe- 
TeHO, KaO HM YMHeHULy Aa je KOHMenTyasHa yMeTHOCT OCTaBHIa Tpara UM y jyrocso- 


' Tlerasbuuje o KoHWenTyamHoj ymMerHoctu y: Alberro & Stimson 1999; Suvakovié 2007. O konnenty- 
amtHoj yMeTuoctu y Jyrocnasuju, BuzeTu Denegri 2013; Suvakovié 2007. O opom apructH4Kom mpaB- 
uy yHyTap Wuper KOHTeKcTa caBpeMeHe yMeTHOCTH, yi. HIIp: Bonito Oliva 1 Argan, 2006; Buchloh 
2000; Kuspit 2013; Laure 2014. 
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BeHCKOM J{pyUITBYy, OlpeyeMIM CMO Ce 3a HY Kao ajeKBaTHOr IIpeACTaBHHKa KOjH 
MO%Ke MOCIYKUTH 3a ylopehuBawe mMoryhux AOMpHHX Tayaka apTucTH4Kor 
UPyWTBeHO JeBMjaHTHOr y WepHogzy noctojawma COP. 


ApyWITBeHOnOAUTHYIKH KOHTeKCT jyrocIOBeHcKe KOHWenTyasIHe YMeTHOCTH — 
et0Bawe rpyna ,,KOJI”, ,Janyap” u ,,.Pedpyap” 


Apywumeenononumuuku KoHmeKcm jyzocnoeencke KOoHuenmyanne 
ymemnocmu 


JIpyuiTBeHe HW NOJMTHYKe IIpHIMKe y KojuMa ce pasBujalia yMeTHocT y CDPJ 
Ouse Cy y BEMHKO}] Mepu cllelMpuyHe Kako y OMHOCY Ha KallvTaIMcTH4Ka JIpyuITBa 
3allafla, TaKO Hy OHOCY Ha COUMjasIMCTHYKe 3eMJbe HCTOKa. OTBOPeHOCT Ap»KaBHUX 
TpaHula, cioOoyaH MpoTOK Hyeja WH W3IOKeCHOCT YMCTHHYKMM YTHUajiMa 3ariaya 
UHH BAKHY OCOOeCHOCT jyrOCJIOBCHCKe YMETHOCTH Apyre MOJIOBMHEe MpouWIor Beka. 
OpakBa peslaTHBHO HOepasHa pxKaBHa ToMTHKa (Oapem y opehewy ca ApyruM 
COUMJasIMCTH4KHM pexKHMuMa) OMoryhaBasla je YKIbyYCHOCT JyYTOCIOBCHCKHM YMeT- 
HHUMMa y HajakTyeJIHHje CBETCKe TOKOBE, LITO je CBHJCHTHO HMasIO BeJIMKOr yTHUa- 
ja Ha JIOKaIHH pa3Boj (Taya BpJIO aKTyesIHe) KOHIenTyalIHe yMeTHOCTH. 


Y oguocy Ha apxape Uctrounor O0Ka, BepoBaTHO HajBaxKHHja OCcOOeHOCT 
oryiefania ce y unmeHnH Wa y COPJ unje Ou AupeKTHe NOJMTHYKe KOHTpole 
JIMKOBHHX YMeTHOCTH, OJHOCHO JMpeKTHe NOJIMTHYKe WeH3ype Kao LITO je TO Ono 
ciy4aj y pelilpecHBHHjMM COMMjasIMCTHYKHM JIpxKaBama (Unterkofler 2012). Mako cy 
(PHIM HW KHWKEBHOCT, Kao HajyTHUajHujH BUAOBM apTHCTHYKOr u3pa3a, Ou MOL- 
BPIHYTH PHTOpo3HHjoj KOHTpOIIM, jyrOcuIOBeHCKe ByIaCTH OCTaBHIe cy 3HayajHoO 
Behu Tpoctop crBapaoluMa y JOMeHy ocTasIMx yMeTHHYKHX cepa (Unterkofler 
2012; PeSic 2017). Mehytum, To cBakako He 3HayuM Ja HCY MocTojaM Wpyrn, as- 
TepHaTHBHH BUOBM Hay30pa Hay] YMeCTHHYKMM CTBapasaluTBOM. OHM cy ce, mpe 
cBera, oreqauM y pay pa3IM4uTHX Tella (yupaBHU OO0pH, caBeTH) y OKBUpy ra- 
Jlepuja, My3eja, JOMOBa KyJIType M CM4HUX MHCTUTyUMJa. Takolhe, He TpeOa cMerT- 
HYTH C yMa 3Ha4aj TocpeyHe WeH30pcKe (PyYHKUNje KOjy cy BplIMJe pasIM4HTe Map- 
THjCKe OpraHnsalnje, MojequHa yapyxera rpahana u Apyru yTuuajHu KOIeKTHBH 
(Unterkofler 2012). 

Jom jeqHa BaxkHa ocoOeHOCT Kojy Bpegu ucTahu jecte 7pxaBHa, HHCTHTYUH- 
OHaJIM30BaHa MOApUIKa CaBpeMeHO} YMeTHOCTH Koja je OuslIa IpHMeTHa y TepHorzy 
tloctojawa COPJ. Mehytum, uako je 7pKaBa HayesHO OxpaOpuBasia YMeTHHKe caB- 
peMeHor ycMeperba, TakBa TOApLIKa orpaHnyaBasia ce 10 TpaBlly Ha T3B. yMepeHH 
MOJ{€pHH3aM KOjH je OHO allouMTH4aH, OMHOCHO KOjM HMje HAej]HO HW MporpaMcKH 
yrpoxKaBao 3BaHHYHy ApxKaBHy U MapTujcky uszeonorujy (Unterkofler 2012). Y tak- 
BOM KOHTeKCTY, jeqaH aBaHrapqHH eo jyrOcsIOBeHCKe yMeTHOCTH ocTajao je Ha 
IpyWITBeHO] MaprvHH, pH yYeMy cy ce NOjeqMHH HeroBu eKCTPeMHHJH TWpescTaB- 
HHUM, Mopey MpuctTajawa Ha CBO] aHeprpayHy cTaTyc, onpeyemMIM u 3a WHpeKTHO 
cyOBep3HBaH YMeCTHHYKH TIpuctyl. Kako ce Moxe lIpeTHOcTaBHTH, OmucaHa pakca 
Hocuua je ca coOom ofpeheHe pu3uke UM ApyUITBeHe NocieqNIe 3a HeHe MpoTaro- 
HHCTe HM HOApxaBaole. 
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KonyentyamHa yMeTHoct y JyrocnaByjn OenexH cBOje MoveTKe y CKIIONY 
(bopMupatba ,,HOBe yMeTHHYKe Tpakce” (Denegri 2013) Ha mpena3sy 1960-ux u 
1970-nux TroquHAa, IpaTHBLIM Ha Taj HAYHH aKTYeJIHe aPTHCTHUKe TpeHAOBe y CBeTY. 
@MeHOMeH JyTOCIIOBeHCKe KOHIelTyaIHe yMeTHOCTH (HM HOBe yMeTHH4Ke Tpakce 
reHepasHo) Morao 6u ce, uMTUpajyhu J. Tenerpuyja (2013, 34), okapakrepucaTu Kao 
ajITepHaTHBHa WojaBa Hactasia ,,y HAaYeNHOM OTKIOHY Of JIOKaIHOr yMepeHor MO- 
Te¢pHu3Ma”, OAHOCHO ,,y oTMOpy Upema Bulayajyhem ‘couMjasiMcTH4YKOM ecTeTH3- 
my’”. Jlenerpu (2013, 34) uctuye fa je qomaha KOHUentTyaHa clleHa (Kao yocTasIoM 
MW Wesla ,,HOBa YMeTHOCT ceslaMfeceTHx”) HacTasla Kao ,,MOcuIeqMia paciouoxema 
“BeJIMKOT OOMjara’ THOKPeHYTOr ApyWITBeEHHM HM HACOOWIKHM IpeBuparuMa OKO U 
HellocpeqHO Mocle we3sqeceTocMe”. OBe OKOJIHOCTH BarKHe Cy 3a pa3syMeBakbe LIH- 
per KOHTeKCTa HMCHOJbaBalba AHTHCHCTCMCKMX VM ApyrHxX apTHCTHY4KO-akKTHBHCTHY- 
KMX 110JaBa Koje OM Ce MOrsle OKapaKTeplicaTH Kao APyWTBeHO JeBHjaHTHe. 


3HayajHa TojaBa MoBe3saHa Ca CKCMaH3HjOM KOHIelTyau3Ma HW yYOrLITe HOBe 
yMeTHHYKe pace y CMPJ jecre dopmupate Beher Opoja yMeTHuYKHX rpyna. Jez- 
Ha OJ IpBHX HM yjeqHO HajyTHUajHHjux rpynalja WOBesaHHx Ca HOBOM YMe€THHYKOM 
IipakcoM Ona je cuoBeHauka rpyna OXO. Osaj KoIeKTHB ToyeO je Aa Aemyje jour 
1966. u Ono je akTuBaH yo 1971. roqMHe, HaKOH Yera Cy Ce HeTOBH 4aHOBH MOBy- 
KIM HW (opMupasM KoMyHy y UpHpogM (Komyua y Iemmacy). U1to ce tye Cpouje, 
TocTojao je mpuiMyaH Opoj yMeTHHYKHX KOJIeKTHBa ONMCaHor ycmMeperba. Mehy 
No3HaTHjHMa, Mory ce MoMenyTu rpyne: KOJI, (a, (A- KOJI, Tpyna Janyap, Tpyna 
@MeOpyap, Bosch+Bosch, Exuna A?, Verbumprogram, HedbopmannHa Ipyna wect 
yMetuuka, I pyna MEY, Curnamu3am, 3peHaHHHCKH M HOBOCaCKH TeKCTyaJIMCTH, 
Tpyna 143 u gpyrnu. Y Xppatckoj je Takohe ZeroBao Behu Opoj] yMeTHHYKUX 3ajer- 
Hua HaBeyenor Tuna. U3mehy octramux, To cy Oune rpyne: Toprona, Tox, Inac- 
Tuyapx, Ilen3nonep Tuxomup Cumunh, Ipyna mecropuye aytopa (Suvakovié 
2007; Unterkofler 2012; Vujanovi¢ 2010). Doxycupajyhu ce Ha ,,aHTHCHCTeMCKH” 
acIIeKT OMMcaHe HeoaBaHrapyHe YMEeTHOCTH, IIpHMeTHO je Wa HHCy CBe yMeTHH4Ke 
Tpylle HMasle HCTH OfHOC Ka APYWITBeHOMONHTHYKOM cyOBep3HBHOM jJlesIOBaby 
(ynopegutu Unterkofler 2012). Tojequne rpyne (uM MojeqHHuM) y NOTIYHOCTH cy 
ocTajaJIM H30I0BaHH OJ| HOJIMTHYKOL KOHTeKCTa; HeKH Cy ce oNpeeuMIM 3a yMepe- 
HUY, XCPMeTHYHY ApPyLITBeHy KPHTHKy H3paxKeHy allcCTpakKTHHM je3HKOM YMeTHOC- 
TH, WOK Cy HajpayqukaHujH mpeyqcTaBHHuM ofaOpasM eKCIIMUMTHY YMeTHHYKO- 
MOUMTHYKY MWpOBOKalWjy KaO apTHCTHYKH MeTOY 3a WOKUpawe UM 3a TOApHBarbe 
mlocTojeher 4pxaBHOr H ApylITBeHOr Moperka. 


Kako yka3yje cBa JoctyuHa rpaha, NOMMTHYKH HajpayqukasHujH CerMeHT jy- 
TOCJIOBCHCKe KOHIelTyaHe clleHe MpeycTaBsbaiw Cy HOBOCaJICKH YMeTHMIM ca 
OKOCHHIOM OKO rpyne KOJ] (pauynajyhu u ype KOJI -y Guncxe, kparKorpajue rpy- 
tie: Janyap u DeOpyap). Oryza hemo ce 3a noTpebe aHamM3e NOMMTHYKU cyOBep3H- 
BHOr JeulOBaba jyFOCOBCHCKHX KOHUelTyaucta POKycHpaTH Ha aKTHBHOCTH T10- 
MeHYTAa TPH KOJICKTHBA. 


Alenoeatve zpyna KOT ”, yJanyap” u ,,Bebdpyap” 


T'pyna KOJ ocnopana je y Hopom Cazy 8. anpuna 1970. rogune (Suvakovié 
2007). [pymy je ocHoBasla HeKONMUMHa MIpHjaTesba-Tayaliwux CTyWeHata IpyliTBe- 
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HHX HW XYMaHMCTHYKHX Hayka (JleHerpu 2013), a y MepHogzy HeHor MocTOjawa Jo- 
a3uI0 je WO ofpehenux mpoMeHa ulaHoBa. Cymupajyhu untaB uctopujat KO/JI-a, 
TIpHnaqHHUM WIM CHOJbHM capayqHuyM rpyme Ou cy: Cnasko borganosuh, Mupo- 
cnaB Mayyuh, Mupko Pagojuuuh, Cnodoyan Tuma, Jane3 Kounjanunh, bpanko 
Augpuh, Kuu-Jopax Depenu, Weha Bpanemesuh, boxugap Manguh u yuan 
Bjenuh (Suvakovié 2007). KOJI je mpectao ca pagom y anpuny 1971. roquue,’ Ha- 
KOH cBeTa rogqMHy Jana moctTojawa. Pasror obyctaBe 3ajeqHH4KOr WeuoBaka Tper- 
CTaBJbasio je pasMHMOMIaxKerwe ,,0 MecTy H PyHKUMjaMa yMeTHHYKOr pasa H W3NIa- 
rama” (Suvakovié 2007, 531). 


Y nepuory noctojama KOJI] -a kpatKo cy JenoBasla 1Ba He(opMasHa KONIeK- 
THBa 10, Ha3sHBuMa I pyna Janyap u pyna DeOpyap. Opn KoIeKTHBH, 10 WIaHCTBY 
HW 10 HAeoNoOrMjH BpO OnHcKH ca KOJI-om, ucTakiIM cy ce WIOKaHTHHM, eKCIIeCHHM 
akUHjaMa Koje cy HMasie HaryialieH AHTHCHCTeMCKH Kapaktep. IIpema jeqHoM oby- 
XBaTHOM OIIMcy, y MHTawy cy Ouse ,,rpylaluje Koje rpaye KpaTKOTpajHu, eKclecHH 
MW MIpOBOKaTHBHH, Y NOJMTHYKOM, YMeCTHHYKOM MH er3HCTeHUHjaIHOM CMMCIy, Mm0- 
KpeT WIM Taslac HOBOCAaJICKe alITepHaTHBHe CleHe”, Te UMje IpuMayHUKe ,,MoBesyje 
KPHTH4KH HW CyOBep3HBHH CTaB IIpeMa JOMMHAaHTHO)] yMepeHoO MOJepHHCTHYKO] Hi 
comujan6upoKpatckoj Kyitypu.” (Suvakovié 2007, 527). Umajyhu na ymy cBe Ha- 
BeJeHO, YHHH Ce OmpaBsaHuM OKapakTepuicaTuH rpyne Janyap u DeOpyap Kao He- 
(bopMamHe excrpemue orpanke KOJI-a, oHOCHO Kao CBOjeBpCHH ,,NapasieyHH KOu0- 
CeK” 3a OTBOPeHO aHTHCHCTeMCKO J[eOBarbe HCTe pyle yMeTHHKa yApy2KeHHx ca 
HeKOJIMUMHOM UpljatTesba-capayHuka. YimpaBo OBM TpaHciiapeHTHO cyOBep3HBHH 
akTu rpyua Janyap u DeOpyap NpyxKMIM cy HellocpeyaH MOBO 3a ApyliTBeHy ocy- 
iy M CTHIMaTu3allujy HOBOCaCKe KOHIellTyasHe clleHe H 3a HacTaHak cyKoOa ca 
YMCTHHYKHM eCTaOJIMUIMeHTOM, aI M Ca TIpeqCTaBHHUMMa MOJIMTHYKe BIACTH. 

Vaxo je nepuog Tpajama rpyne KOJI (ykyuyjyhu u yenopae rpyna Janyap 
u DeOpyap) Ovo MpHM4HO Kpatak, OHa je OCTaBHJIa 3Ha4yajaH Tpar y caBpeMeHO}] 
jYFOCOBeHCKO] YMeTHOCTH, KaKO yclIeq caMOr YMeTHM4KOr AOMpHHoca HeHHXx 
qlaHoBa, TaKO MH 300r ZpyWITBCHONOIMTHYKHX IIpeBupatba Koja cy HacTasla Kao M0c- 
JlequWa HUXOBOr WeNoOBarba. Y Be3H Ca THMe, BaxKHO je UcTahv HeKa OJ, OCHOBHHX 
HAeCONOWKUX HW MporpaMcKHx obesexKja OBor KOIeKTHBa. Kaxo uctuye M. Ulysako- 
Buh (2007, 533), ,,.1ONMTH4YKU aKIIMOHW3aM M HeOaHapxH3aM” TpescTaBsbau cy 
,OHTHE opeqHuue mpaKce rpyne KOJX”’. Ulro ce Tuye onor pena cBeToHa3opa 
qiaHopa KOJI-a Koja ce THI[aO KOMIUIeKCa HUXOBUX MOJIMTHYKUX Heja HW Moa3H- 
UlTa, HCTH ayTOp CMaTpa Ja Ce OH MOxe OpeAUTH ,,TepMHHMMa HOBOr CeH3HOMJIN- 
TeTa Wle3eceTHX, JOBpliecHa yTorNje (MOcIesHe aBaHTapye), KOHUenTyaucTH4Ke 
pactipaBe HJCOOWIKHX MponosHiwja CHCTeMa YMeCTHOCTH, aKUMOHH3Ma HM HeoaHap- 
xu3ma” (Suvakovié 2007, 533). [Ipema merosuM peyuma, wiaHosu KOJI-a cy Gua 
ynlo3HaTH ca cileqehM BaxKHHM aCcIieKTMMa Tajjalliwe WpylitBeHe cTBapHoctu: 1) 
cTpaTerMjaMa 3alayHe HOBe JIeBHe; 2) HeasIMMa XHIIM MOoKpeta HM peBouyUHje Apo- 
re; 3) oOenexjuMma ,,peBoryuMoHapHe Oopbe y 3eMJbaMa peasIHOor colMjaM3mMa” 
(Suvakovié 2007, 533). Kapaxrepumyhu nommTwuke nosuiuje oBor yMeTHHYKor 
KOJICKTHBa KaO CBOjCBPCHH ,,KOAOBaYKH HeoaHapxH3am” (cxBaheH kao BapHjalnja 
HCTOUHOeBporcKor HeoaHapxu3Ma), M. Ulysaxosuh (2007, 533) cmarpa fa ce pa- 


°y, Jlenerpu (2013, 36) HaBogu Mapt 1971. kao nepHog Mpectanka payla rpynie. 
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WMO O OOHKY ,,HeNpHcTajaHa Ha MHCTHTYUMOHAIHO OupoKpaTcKH Mopeyak yMe- 
peHor MOJepHH3Ma peaIcouMjaMcTH4Kor ApyliTBa.” 

Tpe6a ucrahu fa, ypKoc eKCIIMUMTHOM N03MBaKy wWiaHoBa rpyna KOJI, 
Janyap u DeOpyap Ha NouMTHYKe Heje y HUXOBUM aKUMjamMa HW WporsiacuMa, Hiak 
ocTaje THJIeMa 0 peaIHo] IpHpowM NOJMTHYKHX elieMeHaTa yHyTap HMXoBe UjCo- 
noruje. J. enerpu (2013) je Muuupema ga je 4HTaBa NOUMTH3alMJa WewoBawa 
KOJI-a 3anpaBo 6usla MHoro Bue HctbopcupaHa UM CHosba HaMeTHYTA, Hero WTO Cy 
camu wlaHoBu KOJI-a Guam MCTHHCKM NONMTHYKH MoTHBUCaHH. IIpema peyuma 
HaBeeHOr ayTopa, NOJMTHYKH eeMeHTH yHyTap ZenoBawa KO/JI-a cactojamu cy ce 
,lIpe y IpHpOAHOM, CIOHTAaHOM, HeKOH@OpMHCTHYKOM [...] coOOO HOM ToHallaby 
MJlaqux MHTeseKTyaslalla y jeCHOM CKYYeHOM H TOTaIMTapHOM ApylTBy HW Woperky, 
Hero WTO je NocpegqM Ona HeKa CBeCHa CTpaTeruja ‘MOJHTHYKe YMeTHOCTH’ WIM 
‘HOUMTHKe yHyTap yMeTHocTu’” (Denegri 2013, 37-38). Camano HaBegeHom, M. 
Pagoju4uh cmatpa ya ce y axtusu3my KO/J]-a 3ancra ,,jaByba u MoTpeOa 3a Dpyul- 
TBCHHM aHTaKOBalbeM aJIH He y UMJby MOMHTH3alWje Hero WeMoKpaTH3alyje u We- 
3HHCTUTYWMOHAaTIM3alje YMeTHOCTH”, TOK Ce ,,KOMIVICKC MOJHTHYKUX Weja, akyH- 
ja M cTaBoBa npunagquuka rpyne KOJI Moxe omucaTu TepMHHUMa HOBOr CeH3HOu- 
JIMTeTa We3qeceTux” (mpema JleHerpu 2013, 37). Mehytum, u nNopeyx cBera McTaK- 
HYTOF, OCTaje YHHeHHIA a je AHTHCHCTeMCKM akTUBH3aM KOJI-a moceyoBao (6a- 
peM JekKlapaTHuBHy) NOMTHUKy CyOBep3HBHy HOTY, Kao Hf Ja je TaKBa YMCTHHYKO- 
NOJMTHYKA Tipakca AoBela 0 OLITPHX pelipecuja y OMHOCy Ha akTepe H MOApxKaBa- 
ole MOMeHyTe HeoaBaHrapHe CleHe. 


JyrocoBeHcKa KOHWeNTyaHa yMeTHOCT H APyWITBeHa JeBUjaHTHOCT 


Jla Ou ce pa3yMeyla KOHeKUMja u3Mehy KOHIelTyalHe yMeTHOCTH u cibepe 
UPyWTBeHe JeBHjaHTHOCTH, HeOmxogHO je 3a ToyeTak Mpeyu3supaTu wita he cBe 
oOuTH OOyxBaheHo NOX MOjMoOM ,,jipyuITBeHO ZeBujaHTHor”’. Mako nmocTojH Hu3 Je- 
(pHHUMja HM THNONOrHja,’ Mpema BehMHCKOM CTaHOBUUITY, HeKe Of Haj3HayajHHujux 
KaTeropuja pywITBeHO AeBMjaHTHHX (OHOCHO COLMMjaIHOMAaTOMOWKHX) TojaBa 
IipeycTaBsbajy: Kpumunanumem (yKONMKO ce OH TlOcMaTpa Kao COLWMJasHOMAaTOOUI- 
Ka ojaBa y WIMpeM cMucIIy), Oo1ecmu 3aeucHocmu (aIKOXOJIM3aM HM HapKOMaHHja), 
npocmumyyuja, 6ecnocluuaperee, CKUMHUYeHe, NpOcjauerbe, KoYKatee, Camoyouc- 
med, nokywaju camoyOucmaea u Wp. (ynopegntTu Hp. BoSkovié 2020; Jakovljevic¢, 
Dukanovié i Zivkovié 1984; Spadijer-DZinié 1988). Mehyrum, nopey oBnx Tpazu- 
UHOHaIHUX WM WHpoKo mpuxBahenux KaTeropyja, y Teopuju ce cycpehy u Apyru 
lipuMepu kiacupuKannyje. UMajyhu y Buyy Wa je WpeqMeT oBor pajia Be3aH 3a COLM- 
jaIHy ©BMjJaHTHOCT Ha JyYFOCIOBCHCKO] YMeCTHHYKO} CLCHH, UHH ce Hajlleuucxog- 
HHjMM Tohv Of, HeKOUMUWHe THMONOTHJa Koje Cy MOHYAMIM yipaBo jyrocsIOBeHCKH 
TeopeTuyapu. Tako ce u3 Bomahe muTepatype Mory, u3Mehy ocTamMx, H3qBOjHTH 
cnegehe JoqaTHe KaTeropuje eBujaHTHOcTH: coyujanHe bonecmu (Jakovljevic, Du- 


? Mehy jyrocnopeuckum ayTopuma, Bugetu ump: Bavcon et al. 1969; Durié 1961; Jakovljevi¢, Duka- 
novi¢ i Zivkovic 1984; Jankovic 1 Pesié 1988; Luki¢ 1976; Milutinovié 1973; Najman 1985; Spadijer- 
DzZinié 1988; Separovié 1981. 
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kanovié i Zivkovié 1984); coyujanne (Opyumeene) dezopeanuszayuje (Jakovljevié, 
Dukanovié i Zivkovié 1984; Spadijer-DZinié 1988); cucmemcke deeujayuje, HeKOH- 
qcbopmucmuuxe Oeeujayuje (Jankovic 1 PeSié 1988); Hexonqhauxmue Coyuonamonowu- 
xe nojaee (Najman 1985); poremecaji u funkcionisanju ljudskih zajednica i druStve- 
nih institucija; sukobi unutar globalnih drustava; medudrzavni i medunarodni suko- 
bi (Milosavljevi¢ 2003). HauemHo yBaxaBajyhu OcHOBaHOCT H34Bajaba OBHX HM py- 
TMX CIMYHMX THMOBA JeBMJaHTHOCTH, 3a MOTpeOe oBora paya uuaK hemo dopmy.Iu- 
caTH HoBy, oOjequmyjyhy KaTeropHjy ApyWITBeHO AeBHJaHTHOr MOHalawha 3a KOJY 
BepyjeMO Ja HajBullie OfroBapa HoTpeGama Texyhe aHasu3e. Y ckylayly ca HaBese- 
HHM, MOMeHYTy JOLaTHy KaTeropujy AeBujauuja hemo o3HayHTH jeqHOCTaBHUM 
Ha3HBOM: dHmucucmemcke Oeéeujayuje. 


TIou1ro cMo ympaBo mpeum3upasm wa he ce 3a noTpeGe opor pagza mo_pa3y- 
MeBaTH TIO, JPYWTBeHOM AeBHjaHTHOWhy, y HacTaBKy MOX%KCMO pa3MOTPHTH pesia- 
uHjy u3Mehy jyrocIOBeHCKe KOHIelTyalIHe YMeTHOCTH HM HeEKOJIMUMHe KapakTepHc- 
THYHHX JPYUITBeEHO AeBHjaHTHHX TojaBa. IIpu tome he doxyc naxHe OuTH MOCTa- 
BJbeH Ha JleOBakse WaHoBa rpyna KOJI, Janyap u MeSpyap (kao ApywiTBeHOMONM- 
THUKM HajcyOBep3HBHHJMX KOJICKTHBA), Y3 HCTOBpeMeHH OCBPT Ha TojeqMHe WeBu- 
jaHTHe akTe OCTaJINX IpescTaBHUKa jyroOcsIOBeHCKe KOHIelTyalIHe YMeTHOCTH. 


Ito ce THYe KpuMUHAaIUMEeMaA, CBaKaKO Hajlo3HaTHjH IpuMepH Ha Jyrocso- 
BeHCKOj KOHIeTyaHOj CIeHH jecy aKTHBHOCTH JBOjMue UpHnayHuKa KOJI-a, Mu- 
pocnapa Manguha u Cnasxa borganosuha, koje cy u3a3Basle 3HadajHe KOHTpoBep3e 
y APyWTBy HW AoBee JO KPHBHYHOMpaBHOr CaHKUMOHMCalba TOMeCHYTHX YMeCTHHKa. 
Onn cy ormalieHi KpHBMM HM OcyheHH Ha 3aTBOpCKe Ka3He 300Fr CBOJHX ayTOPCKHX 
TeEKCTOBAa KOje cy HamMcasiu TOKOM 1971. rogquHe. Haume, M. Manguh je ocyhen na 
9 meceuM 3aTBopa’ 300r Tora uITO je Hamucao TexcrT ,,.[Iecma o (puMy” y KoMe ce, 
u3Mehy octasor, cuomume Jocum bpo3 Tuto, nox je C. borganosuh ocyhex va 8 
MeceuH 300r Texcta ,,.JJecma — Underground, TpwOuna miagux, Hopu Cay” y oxsu- 
py Kora je H3HeO pa3JIH4MTe MTIpoBOKalnje Ha padyH TajlalliHer pexuMa HM HeroBHx 
uHCTUTYLUMja (ynopequtn Denegri 2013; Suvakovié 2007; Unterkofler 2012) 


Y normeny Kopuwhersa Opoza cxpaheHor Kao [pyuITBeHO WeBHjaHTHe T0jaBe 
Odo1ecmu 3ABUCHOCMU, BaXKHO je pa3srpaHwH4yuTH Be Moryhe cutyaunje: 1) ynorpeba 
HapKOTHKa OJ| CTpaHe NojeqHHUX yMeTHHKA, Oe3 THpeKTHe Be3e 3a TEMaTHKOM KOH- 
KpeTHOr yMeTHH4YKOor pajja; 2) HHKOpMopucarwe TeMaTHKe HapKOTHKa y cajpoKHHy 
KOHKpeTHOF yMeTHHYKOr paya. Y norsexy npBe cuTyaluje, HecropHa je 4HHeHULA 
a je jeqaH Jeo npeaqcTaBHuka jyrOcIOBeHCKe KOHL elTyasHe ClleHe CKCIIepHMeHTH- 
cao ca ofpeheHuM TcHxoOaKTHBHMM CylicTaHiiama (ynopegutTu Hp. Gojkov 2016, 
2017a; PeSi¢é 2017; Radakovic 2009; Tarlac, Popovic 1 Rakezi¢ 2017), mpu uemy cy 
TaKBH €KCIICPHMCHTH CBHXCHTHO MOTH HMaTH OApeheHor yTuuaja uw Ha yoo- 
JIMYaBalbe MOje{HHHX HHXOBHX YMCTHMYKHX Jeta WIM upoueca. Ito ce TuyYe Apy- 


“ TIpema jemuiom u3Bopy, M. Mauauh je ocyhen wa 12 meceuu 3arBopa, of Yera je opciy2uo 9 (Gojkov 
2017b). 

> TIpu Tome je GuTHo HarmacuTH a oBy Moyety Mory JOHeKHe Ja 3amarme OOenexja NOjequHMX cre- 
WMpw4HUX cHTyalMja y upakcu. Kao npuMep, Moxke ce HaBeCTH XMMOTeTHUKAa CHTyalMja y Kojo} yMeT- 
HHK-KOPHCHHK TICHXOaKTHBHUX CyMCTaHWH HeMa HaMepy Ja TakBe CylIcTaHlje yHOCH y TeMaTHKy WIM 
ecTeTHKy Jlesla koje CTBapa, aJIM TO WNaK HECBeCHO YMHH CTBapajyhu eo Moy yTuyajem Apore. 
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re CHTyalluje (IMpeKTHO HHKOplopucarbe TeMaTHKe HapKOTHKa y yMeTHHUKe cayp- 
*Kaje), KaO KapakTepHcTH4aH IpHMep Moxe ce ucTahu TexcT-pasroBpop Mupocsiapa 
Manguha u Jlymana bjenmha ,,J[pora u peposyuuja — HapKoMaHH CBHX 3eMaJba 
yjequuute ce”. M3a opor TeHACHUMO3HO MpOBOKaTHBHOr HacwOBa Hasla3Ho ce jeqHa- 
KO mpoBounpajyhu capxxaj y KoMe ce, Kpo3 KapHKupakbe NapTujcke HU peBoulyuHO- 
HapHe peToprike, roBopHO O Aporu Koja je, kako M. LysBaxosuh mpumehyje (2007, 
535), Ouna ,,TaOy Tema peasl-coumjamu3ma” (ynopeguTu u PeSsi¢ 2017, 63). Kana 
TOBOpUMO 0 YMeTHHIMMAa H3BaH rpyne KOJI, kao jour jean ulycrpaTuBaH mpuMep 
eKCIWIMUMTHOr MOMMEbabba TICHXOaKTMBHHX CYICTaHUM MOxe Ce MOMeHYTH pay CiI0- 
BeHayKOr YMeTHHKa u3 rpyre OXO Martjaxa Xawxexa u3 1968. roqMHe HacsIOBJbeH 
IC] yxupam” (Hanzek 1968). 


TparoBu 6azabyHoance, OMHOCHO JpyIITBeHO JeBHjaHTHUX KaTeropuja cKum- 
HuYerba, Oecnocauuaperba WU Ipyrux CpOAHUX MoOHallaka Mory ce upoHahn y crie- 
UHPUYHOM X%KHBOTHOM cTHIy Beher Opoja jyrocuIOBeHCKHX KOHUerTyaMcta — He 
caMo y TlepHogy akTHBHor yyelwha y KOHUeTyaIMCTH4YKUM YMCTHHYKHM aKTHBHO- 
cTuMa TOKOM 1970-ux roquHa, Beh HW y HHXOBHM KaCHHJHM %KMBOTHHM (pa3anma. 
Pag ce, IpeBacxoHO, 0 CBOjJeEBPCHOM HOMAJICKOM HIM Ha pyr Had HeKOHBeH- 
IHOHaIHOM OOpacly ersvcTuparma, 6e3 cTaBJbarba oKyca Ha JeqHy Tauky mpeOuBa- 
JIMMTAa WIM 6e3 NoTpare 3a CTasIHHM 3allOCJIeHeM HW CHIypHHM M3BOpOM IIpHxosa 
(OHOCHO, y CKCTpeMHHJMM TIpHMepuMa, Y3 TIOTIYHO OfOalMBalbe OBe Meje H KaTe- 
TOpHAKO OROujawe yyeuha y PopMaswHUM payHonpaBHuM ofHOcHMa). DoKxycupajy- 
hu ce Ha HoBocaycKy cueHy Hu rpyny KOJI, mory ce, npuMepa pag, H31BOjHTH: 
%KUBOT y KOMYHH ojeqMHuXx NpunayqHuka, capayqHuka W Upwjatesba rpyiie; HoMa- 
CKH 2KHBOT TojeqMHala; ofOujaHe MoryhuoctH 3anocseHa; oRpularbe (y Behoj win 
MabO} MepH) Of, HMOBHHe Ht crM4dHO. Mako ce HeKH Of, MOOpojaHux esleMeHaTa MOry 
mponahn y Onorpadujama Beher 6poja uanoBa KOJI-a u Huma OMcKHXx yMeTHHKa- 
lipHjaTesba, BEpOBaTHO HajyledaTJbUuBUje IIpuMepe MpeyctaBlbajy %KHBOTHa MCKyc- 
TBa HW 2KMBOTHH cTHIOBH Mupocmapa Mangnuha (Mandic¢ veb-sajt), booxxugapa Man- 
muha (Mandié 1989), bpanka Angpuha, CnoOogana Tuume (Tarlac, Popovié i Ra- 
kezi¢ 2017; Tuma 2014) u HexommunMHe Apyrux (ynopezutu u Dordevic 2016; 
Suvakovié 2007). HapaBHo, BaxkKHO je joul jeqHOM MoxceTuTH Ja cy, Nopey upunay- 
HHKa HOBOCAaJICKe ClleHe, M MHOIH Apyrv WpescTaBHH jyrOCuOBeHCKe KOHUenTy- 
asIH€ YMCTHOCTH YCBOJHJIM CIMYHe HCKOHBCHUMOHAaIIHe %KUBOTHE IIpakce — MOYeBIIH 
0 HMOHUpcKor OcHHBaHa Komyue y Ulemmacy® og crpane OuBuIMX YaHOBAa CiI0- 
BeHayKe rpyne OXO (4emy je ceqHI0 OCHHBalbe HM A PyIMx CIMYHMX 3ajeqHHa), ma 
cBe 20 HH3a MHAMBUAyasIHux UpwMepa HeTpayMUMOHaHOr CTHJIa %KHBOTa pa3- 
JIMYHTHX YMeTHHKa WupoMm JyrociaByje. 

Camonoe6pehuearee, 3aje¢HO Ca CBECHUM W3JlaraHem ceOe omacHocTH jecTe 
joll jeqaH of oOmMKa JeBHjaHTHOr NOHalawa KOje MOxKe OUTH HHKOpMoOpucaHo y 
ogpeheHe Bpcte yMeTHHYKor u3pa3a. To ce HapodyHTO OFHOCH Ha yMeTHOCT Mep- 
(bopMauca (BugeTH Matkovic¢ 2017), anu Moxe cTajaTu y Be3H H Ca ApyruM ToBe3a- 


° Mehy pa3nvuuTHM Ha3HBHMa Toy KOjMMa Ce OBa 3ajeqHMIa NOMMIbe y IMTepatypH, MOTy ce H30BOju- 
Tu: Komyua y Ulemnacy, J[pyxuua y UWlemnacy, Hopoguua y Wlemnacy u cn. (Bugetu: PeSi¢ 2017; 
Suvakovic 2007). 
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HHM BHJOBMMa HeoaBaHrapyhe yMeTHocTH. Moxycupajyhu ce Ha jyrocuOBeHcKy 
KOHIUCHTYyasIMCTHYKy HW YOrLITe HeoaBaHrapaHy cleHy, Wako ce u Mehy yMeTHHUMMa 
6uuckuM rpynu KOJI u HopocagcKoj TpuGunu Miaqux Mory mpeno3HaTH Ha3HaKe 
oBe HojaBe,’ YHHeHHIA je 1a Cy HEHH Hajlo3HaTHjH NpUMepu NOBe3aHH Ca (HeMITO 
KaCHHJMM) esOBarbeM OeorpayICKHX YMeTHHKa OKYIIJbeHUX OKO CTYJeCHTCKOr KyJI- 
TypHor weHtpa (CKL]). Haume, aytogzectpyKTHBHO MoHallawe y JYrOCIOBeHCKO} 
YMCTHOCTH CeyaMeceTHUX TOAMHa OCTasIO je HajBule ynamMheno y Be3u ca mepdop- 
MaHcuMa MapuHe AOpamosrh KojM cy ce 3aCHMBasIM Ha MCIpIvbHBawy UH TOB- 
pehupary Tesla, kao M Ha CBeCcHOM AoBohery cebe y pa3syIM4HTe OlacHe cuTyaLlnuje - 
ykubydyjyhu W One onacHe 10 2*HMBOT (BUAeTH PeSi¢ 2017; Racanovié 2019; Vestkot 
2013).* 

Tosopehu 0 camoy6ucmey u noxywajy camoyOucmeéeda KaO HajeKCTpeMHYjHM 
OOJIMUMMa ayTOAeCCTIpyKTHBHUX ojaBa, Moryhe je youuTH OApelheHe mpuMepe cTBa- 
pauialja MoBe3aHHx Ca jyTOCIOBeEHCKOM HeoaBaHlapHOM CICHOM 3a Koje je 1o3HaTO 
ja cy camu ceOu ofy3euM X%KMBOT WIM NOKylasM To Ja yunue.” Mehytum, muna 
lipHpoysla TakKBUX YHHOBA H OO3Hp Ka HacTpayasiuM JIMUMMa HW HUXOBMM Mopoyuiama 
He oMoryhaBajy CHCTeMaTHUHYjH TpukKa3 perucTpoBaHHx cylyyajeBa HU aHalu3y 
OKOJIHOCTH H3BplieHa KOHKpeTHHX CyYHMUMAHHX akata. Ca pyre crpaHe, MasloOpoj- 
He jaBHO JOCTyMHe HHopMalnje He Upyxajy JOBOJbHO TOAaTaka 3a U3BOhere jac- 
HHjMX 3aKJbyyaka O TOME Ja JIM Cy HY KOjOj Mepy TakBH CYHUMAHM akTH HW CyHuHMy- 
HH MOKyWajH OMIM NOBe3aH Ca YMeTHHYKHM 2KHBOTOM 2KpTaBa. 


YxkouuKo nohemo of TuNONOrMja Koje ee3uduyuoHUu3zam TpeTUpajy Kao 
UPYWTBeHO JeBujaHTHy WojaBy (y JOMeHY MeHTaJIHO-couMjasIHHx, cekcyasHUx [Bo- 
Skovic 2020] uu Qpyrux TunoBa JeBujaluja), mpuMehyje ce a je WoMeHyTa Mpakca 
Takole Masia 3allaxKeHO MECTO y JyrOCJIOBCHCKO] HeoaBaHrapyH, OJHOCHO y LIMpeM 
KOHTeKCTY JYFOCJIOBCHCKe HOBe yMeTHHYKe Tpakce. Mehy no3HaTujuM TpHmMepuma, 
MOTY Ce H3{BOjHTH: pasiM4unTu neppopmMancn Mapuune AOpamosuh (Bugetu Pesi¢ 
2017; Vestkot 2013), noercku mepdopmancn Katannu Jlagquk (Bugetu Marjani¢ 
2018); ersHOumMoHUCcTHYKe axuuje Tomucnapa Toropya Ha ymuuama beorpaga u 
3arpeba (Bugetn [lic i Nenadié 2003) u apyrn. 


Ito ce THYye aumucucmemckux Oe6ujayuja, M3 WenoKyMHor WoOcazauiBer 
TeKCTa IIpOH3H1a3H 3aKJbyyak Jla Cy OHe HECYMIBUBO One IpHcyTHe y Kpyry jyroc- 
JIOBCHCKHX KOHUCITyasIHHx yMeTHHKa. HajpekBeHTHHje HM HajeKcIWIMUHTHHje Hc- 
TlOJbaBalbe TAaKBUX JeBHJalMja IpoHaa3HMo y AesoBaby NpunayqHuka HOBOCaACKHX 
rpyna KOJI, Janyap u @e6pyap. Y ww.y npernequor o6jequmaBarba MoMeHyTe 
aAHTMCHCTeMCKe Mpakce, y HacTaBKy hemo moOpojatu 3a0emexKeHe NpuMepe: 


7 Tipe cpera, y JoMeHy mapatTearapcKux u3BeA6u, OHOCHO MepdopmMalca NOjeqMHUX UaHOBa rpyne 
KO]. 

8 [IIro ce THue yMeTHuKa u3BaH Beorpaya, Moke ce HOMeHYTH ayTOZecTpyKTHBHa akuuja Jlacna Kepe- 
Keula (Laszlo Kerekes) u3 cy6oTuuKe rpyne Bosch+Bosch xoju je 1973. roquHe yHeo y opraH13aM 
Behy KONMUHHY cripeja 3a Opujatse, ,,uITO je H3a3BaNIo ONacHy peaklHjy Bpo My4Hor MoBpahawma.” 
(Denegri 2013, 63) 

2 IIpumepa pagu, Aneut Kepmasuep (AleS Kermauner), cnopeHaukn NecHuk 43 rpyne OXO, u3BpLIHo 
je 1966. roquHe camoyOucTBo, ca cBera 19 roqMHa. 
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— IIPOBOKaTHBHH HacTyuM rpyne Janyap u rpyne DPeOpyap KojH cy yKJby4YnBaIn 
W HoOmMTHYKH rect (Suvakovié 2007), oHOCHO NOMMTHYKH eKCIIEC KaO EO 
yMeTHHUKOr H3pa3a;” 

—rporsac ,,OTBopeHo MMCMO jyrOCsIOBEHCKO] JaBHOCTH” KOjH Je OOjaBJbeH TIOBO- 
OM HactTynia rpyme Debpyap; 

— T0KpeTare HeoaHapxuctTuykor yaconuca ,,L.H.0.0.Q” of ctpaHe CraBka bo- 
rgaHosuha (yaconnc je y IpBUX WecT u3aHa HOCHO MoAHacsOB ,,JIucT 3a Mep- 
MaHeHTHY JeCTpyKUMjy cBera Moctojeher”, a HewITO KacHuje [Opojesu 8, 10 u 
12] noguacnos ,,Underground smctT 3a HOBy peBosIyujy”); 

— pay Cnaska bormanosuha ,,Crpun o rpymu KOJI u menuM uaHoBuMa” y KoMe 
ce, KaO BU NOJMTHYKe NpoBokalnje, Upuka3syje CHMOOI KyKacTor Kpcta (KojH 
je y counjanuctu4Koj JyrocnaBuju mpeyctaBsbao Taby Temy [Suvakovié 2007]); 

—Tekct Cnapxa borgaHospuha u Mupocmapa Manyuha ,,.Mu cmo qpaxkecHu 
neuaun IT’; 

—TekcT Jlyu1ana bjenuha u Mupocnasa Mananha ,,/[pora u peBosryuuja - Hap- 
KOMaHH CBHX 3€MaJba yjequHute ce!”; 

— TeKcT-1ucMo Crapka borganosnha ,,JIparu Jamia”; 

— Texct Mupocaspa Mangnha ,,[lecma 0 @uimMy” ToBoyOM Kora je ayTop ocyhex 
Ha Ka3Hy 3aTBOpa O7{ JeBeT Mecelly; 

—TekcT Cnapxa borgaHosmha ,,[lecma — Underground, Tpw6Ouna miaqux, Hopu 
Can” 300r Kora je ayTop OcyleH Ha 3aTBOPCKy Ka3Hy OJ] OCaM Mecellu; 

— IpeyicraBa, OHOCHO MapatTeatapcKu repdopmaxc (Suvakovié 2007) ,, pu Tpu” 
y pexuju Mupocsapa Mangnha (3apay mpoBokalnje, y ipezcTaBu cy eo am- 
6ujeHTa YHHMNe 3acTaBe Ca KyKaCTHM KpcToBuMa) [Ilié 2018; Suvakovié 2007]. 


OcuM aHTHCHCTeMCKOr JeOBaHa HOBOCAICKHX KOHIeITyaIHHxX YMeTHHKa, 
TpeOa MOMeHYTH ja je, HaKO y 3HATHO MaibOj MepH, OvJIO UM ApyrHux ciyyajeBa MoH- 
THUKM MpOBOKaTHBHOr aKTHBH3Ma jYFOCJIOBCHCKHX HeoaBaHTapAMcTa M3 McTe erl0- 
xe. Bpilo eKcIIMUMTaH TpuMep UpeycTaBsba TexcT Tomaxxa UlanamyHa, yMeTHHMKa 
KOjH je WeOBao y CKIOIMYy CHOBeHauKor KOIeKTHBa OXO, Noy Ha3HBOM 3allITo cam 
damucta (,,Zakaj sam faSist”). Paguso ce 0 o4nTeqHO} TeKCTyasIHO] IpoBoKauHjH, 
IMcaHOj y WOKaHTHOM pyxy Out (beat) noesnje (Suvakovié 2007), y Kojoj cy, 3apa 
W3a3HBalba PylWTBeHe peakUMje, MOMMaHe MONHTHYKe Taby Teme MomyT davin3- 
Ma, pacH3Ma, aHTHCeEMHTH3Ma, KOHTpapeBollyuMoHapHe Oopbe u CIMYHUX (BUeTH 
Salamun 1969). Mely ocramumM npuMepuMa, Moxe Ce NOMeHYTH aHraxkoBaHa yMeT- 
Hoct banuuta ComOatuja (Balint Szombathy) u3 cyOotuuke rpyme Boscht+Bosch, 
Koja y NojeqHHuM actieKTHMa Takohe caypxM MOMMTHYKH IpoBoKaTHBHe/cyOBep3H- 
BHe elemente (BugeTu Denegri 2013; Suvakovié 2007). Beorpaycku yMeTHUK 30- 
pau Ilonosuh (HekayamHu wian HepopMasHe Ipyme mwiecT yMeTHHKa) peasIv30Ba0 
je Hu ,,TOMTH4KUX pagzoBa” (Suvakovié 2007, 353) TOKOM cpemuHe H pyre Mos0- 
Bune 1970-nx rognua. Unak, BaxkHO je YOUTH Ja je OTBOpeHa TOMTHUKa CyOBep- 
3Hja Y jyOCIOBCHCKO] YMeTHOCTH 3alIpaBo TpescTaBsbasla caMO peak M3y3eTAaK, a 
He lmpaBuio. 


0 IIpumepa pagu, jequa og 10 nopyxKa koje je Mupocnas Manguh w30%xM0 TOKOM HacTyna rpyne 
®eOpyap rnacuuia je ,,3a Kpasba HW OTaOHHYy”, Kao OUNTIIeqaH OONMK OTBOPeHe MOMMTHUKe MpOBoKallHi- 
je JyYTOCMOBeHCKOM COlMjasIMCTH4KOM pexuMy (BueTH Suvakovi¢ 2007). 
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Konayno, Kala ce rOBOpH 0 AHTHCHCTeMCKHM JleBHjallujaMa, MOTpeOHo Je pa- 
3MOTPHTH MoryhHocT MocTojatwa Bese H3Mehy yMeTHOCTH HU mepopu3ma, cxBaheHor 
Kao HajeKCTpeMHvjer OOMKa aHTHCHCTeMCKOr eOBarba. IIpema cBuM pacriouoxKH- 
BUM lofauuMa, y JYFOCMOBeHCKO} HOBO] YMeTHHYKO] MpakcH Hucy 3a0eexKeHH 
IipHMepu cyOBep3HBHOr eOBarba Koje OM Ce MOTJIO OKapakTepucaTu Kao TepopHuic- 
THuko. Unak, unHenutla je Wa cy UJeCOUOLUIKM TporpaMu HeKHX Of HOBOCAaCKHX 
rpylla OKylJbeHux oKo TpwOuHe Miaqux, Kao MW MoOjeqHHH aKTH HHXOBUX Mputay- 
HHKa y 3Ha4ajHOj MepH cyreplicalM MoTeHUMjasHy MAcOMOWIKy OMCKOCT Of- 
pehenum o6sMuMMa TOMTHYKOr eKCTpeMu3Ma. Y TOM Torey, HapOunTo ce MOry 
uctahu: HeoaHapxHcTHYKa MAeoOrHja; OTBOPeHH IpKOC jyrOCMOBeEHCKOM TOJIH- 
THYKOM PexXHMY HM WpKaBHOM YCTpOjcTBy; H3jaBe cyOBep3HBHOr KapakTepa, M03H- 
Babe Ha MOOyHy, Ha peBOIYUMy U Ci; eJICMeCHTH HHXHJIM3Ma, OMHOCHO Heraluje u 
oWOaluBarba JPyWTBeHHX BpeHOCTH UM Hayeda, Kao HW Apyrv IpHMepu payukKasHUx 
(ApyWITBeHONOMTHYKHX) cTaHoBuUta. Ilopex Tora, of 3Hadaja je youHTH MU HeKa 
WoqatTHa obeuexja NojeqHHuXx JyrOCOBCHCKHX KOHUeCITYaIHHX YMeTHHKa H yMeT- 
HHYKHX Tpyia Koja cy ce TogsysAapana ca ofIMKaMa jeqHor Wea Taya akTyesIHUXx 
eKCTpeMHcTa H3 JOMeHa NomuTHUKe neBuue.'' [Ipumepa pau: yKJby4eHOCT y KOH- 
TpakyJITypHe MoKpeTe c Kpaja We3qeceTHX HW WOUeTKa cesaMAeceTHX TORHHA; MOJH- 
THUKAa AHTaKOBAHOCT; YCBajabe pasIM4HTHX JICBMYAaPCKHX HACOJOWKUX MOCTAaBKH; 
CKIIOHOCT Ka MOBIa4eHYy V3 OMMWTer ApyuiITBa; TeHeHUMja POpMupara KOMyHa, 
OJHOCHO JpyLITBeHO H300BaHHuX ,,hemuja”; MehycoOHo TocehuBae U OApxaBarbe 
KOHTakKaTa Ca HHOCTpaHHM KOMyHaMa H CJIMYHMM 3ajeqHHlamMa (yMeTHHYKHM, KOH- 
TpakyltypHuM u gpyrum).'* Umajyhu y suzy ga cy mojeqMHn craBoBu M u3jaBe 
jyrocOBeHcKux (pe cBera, HOBOCaCKHX) KOHUelTyalMcta OMIM 3avcTa eKcTpem- 
HH 10 CBOjO] IpHpoyu, Te yBaxkaBajyhu wHuxoBy AyOuHCKy mocBeheHocT apTuc- 
TH4KO-2%KHBOTHO] MHCHjM Kojy cy ofaOpasM — He caMo HaveHO 3acTynajyhu, Beh u 
MCTHHCKH acueehu CBOjy YMeTHOCT — 4HHH Ce Ja HMje CacBUM Hemoryhe Ja je Oapem 
HeKO OJ, OBHX YMeTHHKa y O3Ha4eHOM TepHosy 2%xHBOTa ocehao u3BecHy UejHYy 
OJIMCKOCT Ka Ma KOM OOJIMKY HouMTHUKOr eKcTpemu3ma. Mehytum, BaxKHO je jou 
je4HOM HarsacuTu Ja, 3a caja, HujeqaH Noy3qaHnju MoKa3aTesJb He MOTBphyje noc- 
TOJae TakBe HeOOMIKe OMHCKOCTU HM (OapeM ekapaTHBHe) CIIpPeMHOCTH HeKOr 
OX jyfOCMOBCHCKHX KOHIelTyaIHHx YMeTHHKa a CBOje MOJHTHYUKe WAeje 3aucTa 
clpoBesle y Jeo HyTeM TepopHcTHYKHX TakTHKa JenoBaba."* 


'! Tleramuuje 0 yrTpareswyapcKoM eKCTpeMu3My TOKOM cefaMyeceTHX TOAMHAa NpOMWIOr BeKa BUJeTH 
ump. y: Brockhoff et al. 2012; Dorié 2016; Kushner 2003. 

 Taxpe MHTepakuje MocTojame cy, IpuMepa pay, ca NojequHuM UTaTHjaHcKUM rpytama, np demy 
TpeOa uMaTH y BUY Ja je yipaBo y oBoM Mepuogy (ToKoM 1970-nux roguHa) Utrannja Baxnsa 3a jeqHoO 
OJ HajakTHBHHjHx Nospyyja y Worsiely seswuapcKor eKcTpeMu3Ma. 

'S Kao jeau of nokazatesba Ja je Talal pexum y Demy HeoaBaHrapaue yMeTHMUKe cleHe 3aucTa 
Morao BHJeTH pxKaBHe HelpvjaTesbe — a WH NOTeHIMjamHe TepopicTe — MOxe MociMy2KHTH MoyaTak 
TIOBe3aH Ca HCTparoM OKO yOucTBa ABOjHMe NomMyajaya y Hopom Cany 1977. roqune. Payumo ce o 
304HHy 6e3 peceyaHa KOjH je y3HeMUpHO YTaBy jyFOCIOBeHCKy jaBHOCT, a jeqHa OJ XuMOTe3a Hal- 
JI@KHMX Orpana riacuyia je a je yOuCTBO ABOjHue ciy2KOeHHX JIMIa MpeycTaBsbao cyOBep3HBHH YH 
Tipely3eT Of crpahe Tepopucta y uMby WecTabumm3alnje ApxaBHor nNopetKa. Mehy ocymmuyeHuMa, 
yOp30 cy ce Halli MW yMeTHHIH Koj cy OopaBisM y rpaycKoj KOMyHH HeyaieKo Of{ MecTa Ha KoMe ce 
oroquno yOuctBo. Y nvtamy cy Ov nojeqwHH OMBUIM 4IaHOBM KOHUelTyasIHHux rpyma koje cy 
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OcoG6eHocTH ApyWITBeHO JeBHjaHTHHX Manndectaunja jyrocOBeHCKe KOH- 
wentTyasHe yMeTHOCTH 


Y norsexy mpucycTBa NojeqMHUX KIaCH4HHX OOIMKa TpylWITBeHe TeBHjaHT- 
HOCTH, MO%Ke ce 3aKJbyYHTH Ja jyrOCMOBeHCKa KOHIelTyasiHa YMeTHOCT HayeHoO 
Huje MoKa3HBasla OUTHUJe ChelwM@uYHOCTH y OAHOCY Ha rI00asHO HCKYCTBO yMeT- 
HuKa KOHUelTyamMcta. Kako ce youaBa, KapakTepHCTHYHH THIIOBM eBHjalnja 
yrlaBHOM ce pervctTpyjy y DoMeHy Kopuuthera McHxoaKTMBHUX CyIICTaHuM, pa3- 
JIMYATHX TOjaBHux OOMKa BarabyHyaxKe, ofpeheHux ayTOJecTpyKTHBHHX akatTa, 
KaO HW HeKOJIMUMHe ChewMPH4YHHX THHOBa MeHTAaIHO-couMjaHux JeBujaunja. CBe 
TO CTOJH Y CKIaly ca ONMTHM, riobasHHM obeexKjHMa KOHUelTyaHe yYMeTHOCTH 
WCTe eloxe, HapOYHTO y Be3H Ca MOjeHHUM NOCTyaTHMa HM HACOOUWIKHM TOcTaB- 
KaMa koje je yCBOJHO 3HavajaH Opo] aBaHrapHux YMeTHMKa 3 Wle3,eceTHX Hi Ce- 
WaMeceTux TOAMHa poor Beka (IpHMepa pa: CKIOHOCT Ka IIpPOBOKATHBHOM 
TOHallawy, HCKOHBCHUMOHAIIaH 2KMBOTHH CTH, CKCIICPHMeHTHCaHbe Ca HapKOTH- 
I[MMa HU Cit). 


Ito ce nak THYe anmucucmemcKux Oebujayuja, MOTY Ce YOUTH 3HayajHHje 
CHeWHPUYHOCTH KaKO y OJHOCY Ha HCTOUHE COMMjaIMCTHUKe pxKaBe, TaKO Hy O- 
HOcCy Ha JpxKaBe 3amaya. Y ofHocy Ha 3alay, JyrOCOBeHCKa KOHUelTyasiHa yMeT- 
HOCT pa3JIMKOBalla Ce, pe cBera, 10 CBOjO}] HACONOLIKO}] MO3HIMOHHpaHoOcTH, Kao 1 
110 OOjeKTY YCMepeHOcTH cBOje (AMIMIMUMTHe WIM CKCIIMUMTHe) CouMjalHe KpuTu- 
ke. Hane, ropopehu 0 NosMTHYKHM aciieKTHMa, KOHUelTyasHa clyena y JyrocmaBu- 
jM pa3Bujaia ce y CKIOMy HOBHX YMCTHHYKHX TeHeCHUMja KapakTepHCTH4HHX 3a 
Talallbe COUMjaIMCTH4Ke [pxKaBe, ycMepaBajyhu cBOjy KpHTuKy Ka Blagajyyhem 
couMjaiucTH4Kom pexumy. Ilo Tome ce oHa OHTHO pa3IMKOBalla OF KOHMerTyasHe 
YMCTHOCTH 3anaya, re je y POKycy yMeTHHYKOr Mpotecta Wu Hanlaya Ovo KalmnTa- 
JIMCTHYKO NOTPOWMAayKO ApyWITBO HM TeHepasIHH CHCTeM BpeHOCTH MOBe3aH Ca HbH- 
Me. Ca apyre crpaHe, jyrocOBeHCKa KOHIelTyaHa clleHa 3Ha4ajHO Ce pa3JIMKOBa- 
jla HW Y OfHOCy Ha KOHUenTyaIMCTH4Ke yMeTHMYKe KpyroBe y ZpxaBama McTounor 
onoKa. To ce UpHmMapHo mpuMehuBasio No 3HaTHO JMOepaHHJMM yCJIOBUMa 2KHBOTAa 
yYMeTHHKa HM HUXOBOr apTucTuYKor paya. Kako je Beh ucTaKHyTO, Taal jyroc- 
JIOBCHCKH YMCTHHIM MMasIM Cy YMHOrOMe TOBOJbHHje ycuoBe 0 MHTawby JIM4HUX 
cnoOoqa HM papa (yKbyyyjyhu cuobozy yMeTHM4KOr v3paxKaBarba) U WOAupa ca 
WHOCTpaHHM YMeTHHYKMM IIpakcama. Mehy taxpumM MehyHapoyqHuM oqupuMa, 
HapOuHTO je BaxKHO TOMeHYTH: Moryhuoct mpaheta akTyeJIHHX CBETCKHX TOKOBa y 
YMeTHOCTH, MoryhHocT IlyTOBalha y MHOCTpaHCcTBO, cOOOAHY KOMYHHKalljy vu 
pa3MeHy HCKycTaBa ca MHOCTpaHHM YMeTHHUMMa, yYeCTBOBabe Ha MHOCTpaHHM 
YMeTHHYKHM CMOTpama, rocToBakba y JyrociaBujH Mo3HaTHX MHOCTpaHHx CTBapa- 
lalla U Ap. (ynopegutu Denegri 2013; PeSi¢ 2017). Ilo oom mutamy, jyrocoBeH- 


HeKOJINKO TOAMHa paHHje JeroBare mp TprOunn Miagux. IIpema cneyqouemy y4ecHuka HW CaBpeMeHH- 
Ka OBHX Jorahaja, NomMiuMja je HeKONHKO JaHa HakOH 3104MHa cipoBesla HOhuy paliMjy u mperpec 
TpocTopuja komyHe. Y HapeyqHOM Heproxy ucTH objekarT je Ha3Hpasa NomMynja y WHBMIy, a CTaHOB- 
HHI HW WOCeTHOUM KOMyHe Ons cy H3I0X%KeHH u OApeheHuM OOHUMMa NOWMIM)CKor 3acTpaliMBarwa 
(Bugetu: Tarla¢é, Popovic i Rakezi¢ 2017). Ocum opor yneyaTJbHBOr UpuMepa, OF 3Hayaja je WOMeHYTH 
H u3jaBe NojeqMHux UpunagquuKxa KOJI-a na je HuxoB pay Ha TpuOunu Muaqux Taxohe Guo npaheu on 
cTpaHe nmommynje (BugeTH: Gojkov 2017b; Tarla¢, Popovic i Rakezi¢ 2017). 
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cka clleHa je OUMTIeqHO Ousa WocTa OKA 3allayqHuM YMeTHHUMMa Hero yMeTHH- 
IHMa H3 COUMjasIMCTHYKHX 3eMaJba. OrvicaHo clelH@UYHO YMHeHHYHO CTabe Hel- 
BOjOeHO Ce MOpasIO OApa3HTH HM Ha OOJIMKe HCIOJbaBalba AHTHCHCTeEMCKHX JeBHjall- 
ja Mehy es1I0M jyrocsIOBeHCKHX KOHUerlTyasucra. 

Tosopehu 0 ogHOocy ApxKaBe NpeMa jyrOcOBeHCKO] YMCTHHYKO] aBaHrapau 
]©BHJaHTHMM pajibamMa HeHHX TIpulaqHuka, mpuMehyje ce 3HayajHa aMOuBasIeHIH- 
ja. Ca jeqHe crpaHe, youaBa ce 3HayajHo MOapaHHju OfHOC y Nopehemy ca pexn- 
muma Mctoukor Os10Ka, LITO je pe3sysITHpasio OceTHO BehoM c0O00M yMeTHHYKOr 
TesOBarba HW W3paxaBatba. MehyTumM, HcToBpeMeHo ce npuMehyje eHepru4yna cripe- 
MHOCT jyrOCJIOBCHCKHX BIaCTH Ha OfTydaH OOpayyH HM WporoH HeEMCTOMMILJbeHHKa 
y cllydajy OTBOpeHor 3aquparba y BpeAHOCTH Bylafajyher nopetka. TuMe ce, ympKoc 
HayesHO] jJIMOepasHocTH ycloBa payla, jyrOCiIOBeHCKa KOHUellTyaHa cleHa 
3HayajHO yasbaBa OJ] CBOjHX 3alaqHUx Kosera, UpHOmMKaBajyhu ce cyqOuHM yMe- 
THHKa y TajlallHbHM perpecHBHHM CHCTeMuMa ucTOUHeE u jyroucTouHe Eppore.'* 
Pesumupajyhu u3HeTO, JyTOCIOBeEHCKY YMCTHOCT KapakTepHicasio je IIpHcycTBO 3Ha- 
THO BHUler cTelieHa H JIM4He M YMeTHHYKe ciOOoe Hero LITO je Ou ciy4yaj y Behu- 
HH COUMJasIMCTHYKUX [pkaBa, ai je HCTOBpeMeHO eHeprH4HoO caHKUMOHMCaHO 
aAHTHCHCTEMCKO, TO jeCT AHTHAPKaBHO TeOBakbe, Ca UMJbeM Obe30ehema Bilanajy- 
her mopetka. 


Kao reHepasina IIpaBHJIHOCT, MOxKe Ce IPHMeTHTH a je AHTHCHCTeMCKa JeBH- 
jaHTHOCT lpeyctTaBsbasia OOesexKje MaXOM OHMX [pylla H MWojequHalla KOJM cy TexKH- 
JIM TpaHchapeHTHOCTH JeuOBawba, IPyWITBeHO}] MpoBOKalHjHM MU eKcLecy Kao yMeT- 
HHYKO] cTpaternju. Hacynpot Huma, OHe rpyle HW MOjeqHHUM KOjM cy HeroBasH 
W30JIOBaHHjH, XCpMeCTHYHMJH NpHcTyM, ocmoOoheH ceH3alMOHaTHOCTH HM WOK cTpa- 
Tervja — yrlaBHOM Hcy MCiOJbaBasIM CIIM4He (CKCTpeMHO)cyOBep3HBHe TeHAeCHIH- 
je. OBo cToju cacBuM y CKyIayly ca OCHOBHUM OOesexKjHMa ynoTpebe aHTHCuCTeM- 
CKHX eJIeMeHaTa y JyTOCJIOBCHCKO}] KOHIelTyasHo}] yMeTHocTH, Oyzyhu ya je, Kako 
je lloka3aHo, mpHOeraBare MONHTHYKM cyOBep3HBHUM caypxajHMa To mpaBHly 
TipeycTaBbasio caMo jeqHy Of cTpaTeruja WpywiTBeHe NpoBokalMje HW v3a3HBarba 
peakuje, a He NpOv3BOA HCTHHCKOL HACOMOWKOT NOMMTHYKOT CEKCTpeMH3Ma (yIIo- 
peautu: Denegri 2013). 

Y morsieqy UciosbaBaltha AHTHCHCTCMCKMX TeHJeCHUMja, IpHMeTHO je mper- 
aula HEKOJMIMHa YMeTHUKa OKyIJbeHHX OKO KOJI-a u HoBocagcKe TpuOuHe 
muagux. 'pyne KOJI, Janyap u DeSpyap HecyMHuBO jecy cnagane y KaTeropujy 
IIpOBOKaTHBHHX YMCTHHYKHX KOJICKTHBa 4HjM cy ce IpunagqHnyn, u3smMehy ocrasor, 
CIYW2KWIH WM MOJIMTHYKHM CKCICCOM Kao CpeJCTBOM H3paxKaBalba. OTyya, HaKo je 
TMTakbe pealHe NOMMTHYKe TUMeH3uje KOJI-a u capaguuKa y MelhyBpeMeHy 3HaTHO 
pemaTuBu30BaHo (Suvakovié 2007; Denegri 2013), ocraje HecriopHo Ja je MoMeHytTa 
rpylla yMeTHHKa KOpHcTHa MOJHTHYKy TeEMaTHKy 3apa IpoBoKanje U cyOBep3uje 
y CKIONy cBOr apTHcTHYKor WeuoBarba. CBakakoO, OBa OKOJIHOCT He peslaTHBH3yje 
lipuMeyOe koje ce apryMeHTOBaHO HcTHYy Ha padyH BpPJIO OLWTpux Ka3HeHHX Mepa 
Koje cy mpezy3eTe y OfHOCy Ha MojequHe HHBOJBUpaHe MojequHue (ynopeguTH: 
Denegri 2013). 


'4 Kako ciMKOBUTO Upumehyje H. Memmh (2017, 56), ,,.Maananauxu 6yut jecre 640 203BoNbeH y u3Be- 
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CHOj MepH, H3y3eB y Cllyyajy Ja ce HuMe 3aqupayo y ‘TutTa wu naptujy’”. 
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Aunamu3upajyhu MOTHBe 3a AHTHCHCTeEMCKO JeIOBaHbe HOBOCACKHX KOHIeII- 
TyaJIHHx rpyma, HamMehy ce Tpu Moryha oOjamHera. IIpema jeqHom, HaMepHa MosH- 
TH4Ka TIpOBOKallWja Moria je MpescTaBybaTH jeqaH BHA CBeCHOr MCTpaxknBarba 
KpajIbux rpaHuwa ToNepanunje jyrOcuOBeHCKOr ApyliTBa HM MOMMTHYKOr pexkuma. Y 
IIpHJIOr TaKBOM CXBaTaby, MOry ce HaBecTH IIPHMepH OHHX yMeTHHKa (HapounTo 
Cnapxa Borganosuha) Koj cy, y 3¢HHTy 3a0LITpaBara ofHOCa u3Mehy KOJI-a u 
IpyWITBCHHX MHCTUTyYUMja, W3BeIH CBOje HajOTBOpeHHje HouMTHUKe cyOBep3uje 
Koje cy y Kpajo] JIMHHjH HM AoBee WO OMMCaHHX pellpecHBHUX Mepa y OfHOcy Ha 
TlojequHe TpunagqHuke o3HaueHe yMeTHHUKe creHe. IIpema zpyrom oOjammermy, 
UHHH Ce CacBHM MoryhuM Ja je oBa rpylla yMeTHHKa, HOWIeHa MJlayasiayKOM eHep- 
THJOM H 3aHOCOM, 3allpaBo IIpeBHAea OMacHOCTH Koje cy HM UpeTusie y ciyyajy 
OTBOpeHOr aHTHCHCTeMCKOr H3paxKaBalha y jeHOM HeJOBOJbHO J@MOKpaTCKOM 
UpywiTBy. OBakBO CTaHOBMUITe CKCIIMUMTHO ToTBphyjy MojeqHHH yuecHuuM HaBe- 
WeHux Worahawa (ynopegutu: Gojkov 2017b). KonayHo, Ttpehy moryhuoct mpex- 
cTaBJbasia OM CHTyalMja y Kojo] je Ousio eeMeHaTa HM jeqHOr HU Apyror, To ject: u 
CBECHE 2KeJbe 3a MPOBOLMMpakbeM WO Kpajbux TpaHHua, aI M W3BeCcHe Heolpe3sHOCTH 
MW HeCIIpeMHOCcTH Ha Moryhe mocuequue. Y cBakoM Cllyyajy, yculey, pa3ssIM4MTHX cTa- 
BOBa CBeJOKa HM yYYeCHHKa MOMeCHYTHX elWaBarba (BUAeTH Hp: Gojkov 2017b; Sta- 
vrié 2002), KoHauaH OJTOBOp Ha OBO IIMTalbe, 3a Caja, MOpa OCTATH OTBOpPeH. 

Kao (uHaHH 3akKJbyyak, MO*Ke ce 3alla3HTH Ja ce jyTOCOBeHCKa KOHLeITY- 
ajIHa YMeTHOCT Hasla3via Ha Wosla WyTa u3Mehy ,,3alaqHux” UW ,,ACTOUHUX” HCTOBp- 
CHHX YMeTHHYKHX lpakcu, ociIMKaBajyhu Ha Taj HAYHH ONWITy No3sHuUMjy JyrocuasBn- 
je Kao [pKape ,,Ha rpaHuu UcTOKa H 3atlafa”. TakBe OKOJIHOCTH Ipoy3pokKoBasle cy 
3HayajHe CIeWMH4HOCTH KaKO Ha MOJby MCHOJbaBalba JPYWITBeHe JeBujaHTHOCTH, 
TaKO HM M10 WMTaby WpxaBHe peakIWje TOBOOM TaKBHX JeBHjJaHTHHXx WojaBa. Jyroc- 
JIOBEHCKO JPYLUITBO HMasIO Je yMepeHo ToJIepaHTaH CTaB y OAHOCY Ha KOHIenTyaHy 
YMeTHOCT (H HeOaBaHrapyHe yMeTHHYKe pakce yomiltTe) H ca HOM TMoBe3aHe 
UPyYWTBeHO AeBHjJaHTHe MojaBe, mpyxajyhu Behu mpocrop 3a yMeTHHYKM 3amMax 
HeTro WTO je TO OHO CHy4aj yY APYTMM COMMjaIMCTHIKHM tp kKaBama, ali HW WoOKa3yjy- 
hu cIIpeMHOCT 3a MHOFO OMITpHje pelilpecHBHO pearoBatbe y cilyyajy yrpoxaBarba 
Bulagajyher WopetKa y OAHOcy Ha JeMOKpaTckKa JpPyLITBa 3allayla y KOjHMa cy yMeT- 
HW4Ke cloOose Ouse NOCTaBJbeHe 3HATHO WHOepamHuje. OTyna, wako je ApylliTBe- 
HOMONMTMYKAa cuTyauMja y CDPJ Ousa yMHOroMe MOBOJbHHJa 38 YMCTHHYKO es0- 
Babe y Tlopehewy ca 3emJbama Mctounor Os0Ka, HeraTHBHO MCKYCTBO JjelIa jyroc- 
JIOBCHCKe KOHUelTyasHe ClleHe yKa3yje Ja je Blafajyhu pexum y JyrociaByyju umlak 
OvM0 clipeMaH Ha pajuKallaH OOpa4yH ca CBHM YMeCTHHYKHM IIpakcama koje cy ce 
KOCHJI€ 3a 3BaHHYHOM MOJIMTHYKOM MaTpHIOM. 
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Summary: The paper investigates the relationship between the phenomenon 
of conceptual art and various manifestations of social deviance in the area of the 
Socialist Federal Republic of Yugoslavia. The first part discusses the general rela- 
tionship between conceptual art and social deviance, while the second part presents 
the socio-political context in which Yugoslav conceptual art developed during the 
1970s. The third part is dedicated to recognizing and analyzing several socially de- 
viant forms that can be noticed in connection with the mentioned segment of Yugo- 
slav art from the 1970s. Special attention is paid to the category of deviant phenom- 
ena which we defined as “anti-system deviations.” In the final, fourth part, the pecu- 
liarities of socially deviant Yugoslav conceptual art manifestations are noticed. 
Among the more significant insights, the considerable presence of anti-system de- 
viations within the activities of one part of the Yugoslav conceptual scene was em- 
phasized. The ambivalence of the Yugoslav regime in terms of its attitude towards 
the artistic neo-avant-garde was also identified: on the one hand, a significantly 
more liberal attitude compared to the Eastern Bloc regimes, but also readiness for 
decisive persecution in case of open encroachment on the ruling order. As one of the 
primary conclusions, it was noticed that Yugoslav conceptual art (following the fate 
of Yugoslavia as a state “between East and West’), in terms of social deviance, was 
also halfway between conceptualists from Western countries and those from the 
Eastern Bloc. In that sense, the socio-political regime in the SFRY provided a much 
higher degree of personal and artistic freedoms than was the case in most socialist 
states, but at the same time vigorously sanctioned anti-systemic and anti-state ac- 
tions to ensure the ruling order. 
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The General Relationship Between Conceptual Art and Social Deviance 


The sphere of art has always had certain contact elements with the field of so- 
cial deviance. Such common points can be manifested in different areas, ranging 
from the theme of the work of art, through artistic creation understood as the process 
of creating the work, all the way to the artist's personality. Following the above, we 
can recall the previously offered classification of socially deviant phenomena related 
to art: 1. the artist as a deviant; 2. deviance as a theme of the work of art; 3. work of 
art as a deviant phenomenon or action (Matkovié 2017). 


When we talk about the relationship between the artistic and the socially devi- 
ant, contemporary art deserves special attention. Namely, contemporary art is par- 
ticular due to the emphasized erasure of the border between the artist's creative and 
private life (Matkovié 2017), that is, in the words of J. Denegri (Denegri 2013, 36), 
due to the “coincidence of life and artistic behavior,” which is vividly evidenced by 
the position of Joseph Beuys, according to whom “every man is an artist” (Beuys 
1978). One of the consequences of this tendency within contemporary art is the sig- 
nificant expansion of both the quantity and possible modalities of artistic socially 
deviant phenomena. A good example of this phenomenon is conceptual art, as an 
artistic form whose features provide much space for the inclusion of various “life” 
elements, and thus those elements that can be characterized as deviant. 


According to the definition of M. Suvakovié (2007, 218), conceptual art is “a 
name for self-reflexive, analytical, critical, protheoretical and metalanguage artistic 
practices, based on research into the character, concept, and world of art,” where 
conceptual works of art can be “concepts” and “theoretical objects.” The observation 
of D. Unterkofler (Unterkofler 2012, 12) should be added to this, according to 
which “the slogan about the unity of art and life, formulated in the historical avant- 
garde at the beginning of the 20th century, is enthusiastically [...] re-actualized and 
realized in artistic phenomena after 1968" ”- with the conceptual art as one of the 
most important representatives of them. From the above, it can be noticed that con- 
ceptualism undoubtedly represents an artistic direction in which the idea of equaliz- 
ing art and life, that is, the artist as a person and his work of art, has been largely 
realized. On the other hand, conceptual art is at the same time a significant represen- 
tative of neo-avant-garde artistic practices that can express a subversive dimension 
of art through the incorporation or propagation of various ideas that could be charac- 
terized as asocial or antisocial, or socially deviant.'* Keeping in mind all the above, 
as well as the fact that conceptual art has left its mark in Yugoslav society, we opted 


'S More on conceptual art in: Alberro & Stimson 1999; Suvakovié 2007 On conceptual art in Yugosla- 
via, see: Denegri 2013; Suvakovi¢ 2007. On this artistic direction within the broader context of con- 
temporary art, cf., e.g.: Bonito Oliva and Argan 2006; Buchloh 2000; Kuspit 2013; Laure 2014. 


206 


Culture of Polis, Year XVIII (2021), Issue 44, pp. 205-221 





for it as an adequate representative which can be used to compare possible points of 
contact between artistic and socially deviant in the period of SFRY. 


The Socio-political Context of Yugoslav Conceptual Art - Activities of the 
Groups “KOD”, “January,” and “February” 


The Socio-political Context of Yugoslav Conceptual Art 

The social and political circumstances of art development in the SFRY were 
mostly specific concerning both the West's capitalist societies and the socialist coun- 
tries of the East. The openness of state borders, the free flow of ideas, and exposure 
to the West's artistic influences are essential features of Yugoslav art of the second 
half of the last century. Such a relatively liberal state policy (at least compared to 
other socialist regimes) enabled the involvement of Yugoslav artists in the most 
current world trends, which evidently had a significant influence on the local devel- 
opment of (then very modern) conceptual art. 


Concerning the Eastern Bloc countries, probably the most crucial feature is re- 
flected in the fact that in the SFRY, there was no direct political control of fine arts, 
i.e., direct political censorship as was the case in more repressive socialist countries 
(Unterkofler 2012). Although film and literature, as the most influential forms of 
artistic expression, were subjected to more rigorous control, the Yugoslav authorities 
left significantly more space for creators in the domain of other artistic spheres (Un- 
terkofler 2012; PeSi¢ 2017). However, this certainly does not mean that there were 
no different, alternative forms of supervision over artistic creation. Above all, they 
are reflected in the work of various bodies (boards of directors, councils) within 
galleries, museums, cultural centers, and similar institutions. Also, the importance of 
the indirect censorship function performed by various party organizations, individual 
citizens’ associations, and other influential collectives should not be forgotten (Un- 
terkofler 2012). 


Another essential feature worth emphasizing is the state, institutionalized sup- 
port for contemporary art, which was noticeable during the existence of SFRY. 
However, although the state in principle encouraged artists of modern orientation, 
such consent was limited, as a rule, to the so-called moderate modernism, which was 
apolitical, i.e., which did not ideologically and programmatically endanger the offi- 
cial state and party ideology (Unterkofler 2012). In such a context, an avant-garde 
part of Yugoslav art remained on the social margins, with some of its more extreme 
representatives, in addition to agreeing to their underground status, opted for a di- 
rectly subversive artistic approach. As can be assumed, the described practice car- 
ried certain risks and social consequences for its protagonists and supporters. 
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Conceptual art in Yugoslavia marks its beginnings as part of the formation of 
a “new artistic practice” (Denegri 2013) at the turn of the 1960s and 1970s, thus 
following current artistic trends in the world. The phenomenon of Yugoslav concep- 
tual art (and new artistic practices in general) could be characterized as an alterna- 
tive phenomenon that arose “in principle deviation from local moderate modern- 
ism,” i.e. “in resistance to the ruling ‘socialist aestheticism”’ (Denegri 2013, 34). 
Denegri (2013, 34) points out that the domestic conceptual scene (as well as the 
whole “new art of the seventies”) arose as a “consequence of the mood of the 'great 
rejection’ initiated by social and ideological turmoil around and immediately after 
the sixty-eighth.” These circumstances are essential for understanding the broader 
context of the manifestation of anti-systemic and other artistic-activist phenomena 
that could be characterized as socially deviant. 


A significant phenomenon associated with the expansion of conceptualism 
and new artistic practice in general in the SFRY is the formation of a larger number 
of artistic groups. One of the first and, at the same time, the most influential group 
connected with the new artistic practice was the Slovenian group OHO. This collec- 
tive started operating in 1966 and was active until 1971, after which its members 
withdrew and formed a commune in nature (Commune in Sempas). As far as Serbia 
is concerned, there were many art collectives of the described orientation. Among 
the better known, the following groups can be mentioned: KOD, (A, (4-KOD, Group 
January, Group February, Boscht+Bosch, Team A?, Verbumprogram, informal Gro- 
up of Six Artists, Group MEC, Signalism, Zrenjanin and Novi Sad textualists, Group 
143 and others. A large number of artistic communities of this type also operated in 
Croatia. Among others, these were the groups: Gorgona, Tok, Plasti¢ari, Pensioner 
Tihomir Siméié, Group of Six Authors (Suvakovié 2007; Unterkofler 2012; Vujano- 
vic 2010). Focusing on the “anti-systemic” aspect of the described neo-avant-garde 
art, it is noticeable that not all art groups had the same attitude towards subversive 
socio-political action (cf Unterkofler 2012). Some groups (or individuals) remained 
isolated entirely from the political context; some opted for moderate, hermetic social 
critique expressed in the abstract language of art, while the most radical representa- 
tives chose explicit artistic-political provocation as an artistic method for shocking 
and undermining the existing state and social order. 


As all available material indicates, the most politically radical segment of the 
Yugoslav conceptual scene was represented by Novi Sad artists with a backbone 
around the KOD group (including two short-lived groups close to KOD: January and 
February). Hence, to analyze Yugoslav conceptualists' politically subversive activi- 
ties, we will focus on the activities of the mentioned three collectives. 
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Activities of the Groups “KOD,” “January,” and “February” 

The KOD Group was founded in Novi Sad on April 8, 1970 (Suvakovié 
2007). The group was founded by several friends - students of social sciences and 
humanities at the time (Denegri 2013). During the period of its existence, there were 
certain changes of its members. Summarizing the entire history of KOD, members 
or external associates of the group were: Slavko Bogdanovi¢é, Miroslav Mandic¢, 
Ferenc, Pedja VraneSevié, Bozidar Mandié, and Dusan Bijelié (Suvakovié 2007). 
KOD ceased operations in April 1971,'° after only a year of existence. The reason 
for the suspension of joint action was the disagreement “about the place and func- 
tions of artistic work and exhibition” (Suvakovié 2007, 531). 


During the period of KOD's existence, two informal collectives called “Grupa 
Januar” and “Grupa Februar” operated briefly. By the membership and ideologically 
very close to the KOD, these collectives stood out with shocking, excessive actions 
that had a pronounced anti-systemic character. According to one comprehensive 
description, these were “groups that build short-lived, excessive and provocative, in 
political, artistic and existential terms, movement or wave of the Novi Sad alterna- 
tive scene,” and whose members are “connected by a critical and subversive attitude 
towards the dominant moderate modernist and bureaucratic social culture. ” (Su- 
vakovi¢ 2007, 527). Keeping in mind all the above, it seems justified to characterize 
the groups January and February as informal extreme branches of KOD, i.e., as a 
kind of “parallel track” for the same group's open anti-systemic activities of artists 
united with a few friends-associates. These transparently provocative acts of the 
January and February groups provided an immediate reason for social condemnation 
and stigmatization of the Novi Sad conceptual scene and the emergence of a conflict 
with the art establishment and representatives of the political authorities. 


Although the duration of the KOD group (including the activities of the Janu- 
ary and February groups) was relatively short, it left a significant mark on contem- 
porary Yugoslav art, both due to its members' artistic contribution and the socio- 
political turmoil that arose as a result of their activities. In this regard, it is important 
to point out some of this collective's basic ideological and program features. As M. 
Suvakovié (2007, 533) points out, “political actionism and neo-anarchism” were 
“important determinants of the practice of the KOD group.” As for the part of the 
worldview of KOD members that concerned the complexity of their political ideas 
and political starting points, the same author believes that it can be determined by 
the “terms of the new sensibility of the sixties, the completion of utopia (last avant- 
garde), conceptualist discussion of ideological propositions of art, actionism, and 


'© J. Denegri (2013, 36) cites March 1971 as a period of group cessation. 
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neoanarchism” (Suvakovié, 2007, 533). According to him, the members of the KOD 
have acquainted with the following important aspects of the social reality of their 
time: 1) the strategies of the Western New Left; 2) the ideals of the hippie movement 
and the drug revolution; 3) the features of the “revolutionary struggle in the coun- 
tries of real socialism” (Suvakovié 2007, 533). Characterizing the political positions 
of this artistic collective as a kind of “KOD-ish neo-anarchism” (understood as a 
variation of Eastern European neo-anarchism), M. Suvakovié (2007, 533) believes 
that it was a form of “refusal of the institutional bureaucratic order of moderate 
modernism of real-socialist society.” 


It should be noted that, despite the explicit appeal of members of the KOD, 
January, and February groups to political ideas in their actions and proclamations, 
the dilemma of the real nature of political elements within their ideology remains. J. 
Denegri (2013) believes that the complete politicization of the activities of the KOD 
was, in fact, much more forced and externally imposed than the members of the 
KOD themselves were truly politically motivated. According to the author, the po- 
litical elements within the activities of the KOD consisted “more in the natural, 
spontaneous, nonconformist [...] free behavior of young intellectuals in a cramped 
and totalitarian society and order, than in some conscious strategy of “political art” 
or “politics within art” (Denegri 2013, 37-38). Similarly, M. Radojicié believes that 
it is true that “the need for social engagement arises in the activism of KOD, but not 
for politicization but democratization and deinstitutionalization of art”, while “the 
complex of political ideas, actions, and attitudes of KOD members can be described 
in terms of the new sensibility of the 1960s” (according to Denegri 2013, 37). How- 
ever, despite all the above, the fact remains that the anti-systemic activism of KOD 
had (at least declarative) subversive political note and that such artistic-political 
practice led to harsh repressions against the participants and supporters of the men- 
tioned neo-avant-garde scene. 


Yugoslav Conceptual Art and Social Deviance 


To understand the connection between conceptual art and the sphere of social 
deviance, it is necessary first to specify what will be included under the term “so- 
cially deviant.” Although there are a number of definitions and typologies, '’ accord- 
ing to the prevailing point of view, some of the most significant categories of so- 
cially deviant (i.e., sociopathological) phenomena are: crime (if it is viewed as a 
sociopathological phenomenon in a broader sense), addictions (alcoholism and drug 
addiction), prostitution, idleness, vagrancy, begging, gambling, suicide, suicide 


My Among Yugoslav authors, see, e.g.: Bavcon et al. 1969; Durié 1961; Jakovljevic, Dukanovic and 
Zivkovié 1984; Jankovic and Pesic 1988; Luki¢ 1976; Milutinovié 1973; Najman 1985; Spadijer- 
Dzinic 1988; Separovic 1981 
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attempts, etc. (see, e.g., BoSkovié 2020; Jakovljevic, Dukanovic and Zivkovié 1984; 
Spadijer-DZini¢é 1988). However, there are also other examples of classification in 
addition to these traditional and widely accepted categories. Keeping in mind that 
this paper's subject is related to social deviance on the Yugoslav art scene, it seems 
most expedient to focus on several typologies offered by Yugoslav theorists. Thus, 
some of the additional categories of deviance that can be distinguished according to 
the domestic literature are: social diseases (Jakovljevi¢, Dukanovié and Zivkovi¢é 
1984); social disorganization (Jakovljevié, Dukanovié and Zivkovié 1984; Spadijer- 
Dzini¢ 1988); systemic deviations, nonconformist deviations (Jankovicé and PeSi¢ 
1988); non-conflicting sociopathological phenomena (Najman 1985); disorders in 
the functioning of human communities and social institutions; conflicts within global 
societies; interstate and international conflicts (Milosavljevic 2003). Although there 
are valid reasons for distinguishing these and other similar types of deviance, for this 
paper, we will still formulate a new, unifying category of socially deviant behavior 
that we believe best suits the needs of the current analysis. Following the above, we 
will mark the mentioned additional category of deviations with a simple name: anti- 
system deviations. 


Since we have just specified what will be meant by social deviance for this 
paper's purposes, below, we can consider the relationship between Yugoslav concep- 
tual art and several characteristic socially deviant phenomena. The focus will be on 
the activities of members of the groups KOD, January and February (as the most 
socio-politically subversive collectives), with a simultaneous review of certain devi- 
ant acts of other representatives of Yugoslav conceptual art. 


Regarding crime, the most famous examples on the Yugoslav conceptual sce- 
ne are the activities of two members of KOD, Miroslav Mandié and Slavko Bogda- 
novi¢, which caused significant controversy in society and led to criminal sanctions 
against the mentioned artists. They are found guilty and sentenced to prison for their 
authorial texts written during 1971. Namely, M. Mandic was sentenced to 9 months 
in prison'* because he wrote the text “Song about the film” in which, among other 
things, Josip Broz Tito is mentioned, while S. Bogdanovié was sentenced to 8 
months for the text “Song - Underground, Youth Forum, Novi Sad” in which he 
presented various provocations at the expense of the then regime and its institutions 
(cf. Denegri 2013; Suvakovié 2007; Unterkofler 2012) 


Concerming drug use (understood as socially deviant phenomenon in the cate- 
gory of addictions), it is essential to distinguish two possible situations: 1) the use of 
narcotics by individual artists, without a direct connection to the theme of a particu- 
lar work of art; 2) incorporating the theme of narcotics into the content of a specific 


re According to one source, M. Mandic was sentenced to 12 months in prison, of which he served 9 
(Gojkov 2017b). 
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piece of art.'” Regarding the first situation, it is an indisputable fact that a part of the 
representatives of the Yugoslav conceptual scene experimented with certain psy- 
choactive substances (cf, e.g., Gojkov 2016, 2017a; Pesic 2017; Radakovié 2009; 
Tarlac, Popovic and Rakezi¢ 2017), whereby such experiments could obviously 
have a specific influence on the shaping of some of their works of art or artistic pro- 
cesses. As for the second situation (direct incorporation of the topic of narcotics into 
artistic content), as a characteristic example, there can be pointed out text- 
conversation by Miroslav Mandic¢ and DuSan Bjeli¢ “Drugs and revolution - drug 
addicts of all countries unite.” Behind this tendentiously provocative title was an 
equally provocative content in which, through mocking of the party and revolution- 
ary rhetoric, there was talk of drugs which, like M. Suvakovié notes (2007, 535), 
were a “taboo topic of real-socialism” (cf PeSi¢é 2017, 63). When we talk about art- 
ists outside the KOD group, as another illustrative example of the explicit mention 
of psychoactive substances, we can single out the work of the Slovenian artist from 
the OHO group Matjaz HanZek from 1968 entitled “LSD I enjoy ” (Hanzek 1968). 


Traces of vagabondage, i.e., socially deviant categories of vagrancy, idleness, 
and other related behaviors, can be found in many Yugoslav conceptualists' specific 
lifestyles - not only in the period of their active participation in conceptualist artistic 
activities during the 1970s but also in their later life stages. In most cases, it is a kind 
of migratory or otherwise unconventional pattern of existence, without focusing on 
one point of residence or without seeking permanent employment and a secure sour- 
ce of income (or in more extreme cases, with a complete rejection of this idea and 
categorical refusal to participate in formal labor relations). Focusing on the Novi Sad 
scene and the KOD group, the following examples can be singled out: life in the 
commune (in which participated some members, associates, and friends of this gro- 
up; the nomadic lifestyle of some artists; denial of employment opportunities; re- 
nunciation (to a greater or lesser extent) of property and the like. Although some of 
the listed elements can be found in the biographies of many KOD members and 
close artists-friends, probably the most characteristic examples are the life experi- 
ences and lifestyles of Miroslav Mandié (Mandié website), Bozidar Mandi¢ (Mandié 
1989), Branko Andri¢é, Slobodan TiSma (Tarla¢é, Popovic and Rakezié 2017; TiSma 
2014) and several others (cf Dordevié 2016; Suvakovié 2007). Of course, it is vital 
to remind once again that, in addition to members of the Novi Sad scene, many other 
representatives of Yugoslav conceptual art have adopted similar unconventional life 
practices - starting with the pioneering founding of the Commune in Sempas” by 


'S At the same time, it is important to emphasize that this division may be somewhat obscured by the 
characteristics of certain specific situations in practice. As an example, a hypothetical situation can be 
cited in which the artist-user of psychoactive substances does not intend to introduce such substances 
into the subject matter or aesthetics of the work he creates but still does so unconsciously by creating a 
piece under the influence of drugs. 

°° Among the various names under which this community is mentioned in the literature, we can single 
out: Commune in Sempas, Family in Sempas etc. (see Pesié 2017; Suvakovié 2007) 
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former members of the Slovenian group OHO (followed by the establishment of 
other similar communities), all the way to many individual examples of non- 
traditional lifestyles of various artists throughout Yugoslavia. 


Self-harm, together with consciously exposing oneself to danger, is another 
form of deviant behavior incorporated into specific types of artistic expression. This 
primarily refers to the art of performance (see Matkovié 2017), but it can also be 
related to other types of neo-avant-garde art. Focusing on the Yugoslav conceptual- 
ist and neo-avant-garde scene in general, although some indications of this phe- 
nomenon can be recognized among artists close to the KOD group and the Novi Sad 
Youth Forum,” the fact is that the most famous examples are related to the (some- 
what later) work of Belgrade artists gathered around the Student Cultural Center 
(SKC). Namely, self-destructive behavior in Yugoslav art in the 1970s remained 
most memorable in connection with Marina Abramovic¢'s performances, which were 
based on exhaustioning and injuring of the body, as well as on consciously bringing 
oneself into various dangerous situations - including life-threatening ones (see PeSi¢ 
2017; Racanovié 2019; Westcott 2013). 


Speaking of suicide and suicide attempt as the most extreme forms of self- 
destructive phenomena, it is possible to notice certain examples of artists associated 
with the Yugoslav neo-avant-garde scene who are known to have taken their own 
lives or tried to do so.7* However, the personal nature of such acts and consideration 
for the victims and their families do not allow for a more systematic review of regis- 
tered cases and analysis of the circumstances of the commission of specific suicide 
acts. On the other hand, the small amount of publicly available information does not 
provide enough data to draw more precise conclusions about whether and to what 
extent such suicidal acts and suicide attempts were related to the victims' artistic life. 


If we start from the typologies that treat exhibitionism as a socially deviant 
phenomenon (in the domain of mental-social, sexual [BoSkovié 2020] or other types 
of deviations), we can see that the mentioned practice also had a notable place in the 
Yugoslav neo-avant-garde, as well as in the broader context of Yugoslav new artistic 
practice. Among the well-known examples, we can single out: various performances 
by Marina Abramovi¢é (see Pesié 2017; Westcott 2013), poetic performances by 
Katalin Ladik (see Marjanié 2018), acts of exhibitionism (“streaking”) by Tomislav 
Gotovac on the streets of Belgrade and Zagreb (see Ili¢ and Nenadié 2003) and ot- 
her. 


*! First of all, in the domain of paratheatrical performances, i.e., performances of individual members 
of the KOD group, 

» As for artists outside Belgrade, one can mention the self-destructive action of Laszlo Kerekes from 
the Boscht+Bosch group in Subotica, who in 1973 ingested a considerable amount of shaving spray, 
“which caused a dangerous reaction of very painful vomiting.” (Denegri 2013, 63) 

> For example, Ales’ Kermauner, a Slovenian poet from the OHO group, committed suicide in 1966, 
when he was only 19 years old. 
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Regarding antisystem deviations, from the entire text so far, it follows that 
they were undoubtedly present in the circle of Yugoslav conceptual artists. The most 
frequent and most explicit manifestation of such deviations is found in the actions of 
members of the Novi Sad groups KOD, January and February. In order to clearly 
present and integrate this anti-systemic practice, we will list the following examples: 


— provocative performances of the group January and the group February, which 
included a political gesture (Suvakovié 2007), i-e., political excess as part of ar- 
tistic expression; 

— the proclamation “Open letter to the Yugoslav public” which was published on 
the occasion of the performance of the group February; 

—- Launch of the neo-anarchist magazine “L.H.O.0.Q” by Slavko Bogdanovic¢ 
(the magazine in the first six editions was subtitled “Journal for permanent des- 
truction of everything that exists,” and later [issues 8, 10 and 12] subtitled “Un- 
derground journal for a new revolution”); 

—- the work of Slavko Bogdanovié “Comic about the group KOD and its mem- 
bers” in which, as a kind of political provocation, the symbol of the swastika is 
shown (which in socialist Yugoslavia was a taboo topic [Suvakovié 2007]); 

— text by Slavko Bogdanovicé and Miroslav Mandié¢ “We are lovely boys IT”; 

— text by DuSan Bjeli¢ and Miroslav Mandic¢ “Drugs and revolution - drug ad- 
dicts of all countries unite!”’; 

— text-letter of Slavko Bogdanovié “Dear JaSa’”; 

— text by Miroslav Mandic¢ “Song about the film” for which the author was sen- 
tenced to nine months in prison; 

— text by Slavko Bogdanovicé “Song - Underground, Youth Forum, Novi Sad” 
due to which the author was sentenced to eight months in prison; 

— Play, i.e., (para)theatrical performance (Suvakovié 2007) “Three three” direc- 
ted by Miroslav Mandic¢ (for the sake of provocation, flags with swastikas were 
part of the scenography) [Ii¢ 2018; Suvakovié 2007]. 


Apart from the anti-systemic activities of Novi Sad's conceptual artists, it 
should be mentioned that, although to a much lesser extent, there were other cases of 
politically provocative activism of Yugoslav neo-avant-garde artists from the same 
era. A very explicit example is the text of Tomaz Salamun, an artist who worked as 
part of the Slovenian collective OHO, entitled “Why I am a fascist” (“Zakaj sam 
faSist’””). It was an apparent textual provocation, written in the beat poetry's shocking 
spirit (Suvakovié 2007). In order to provoke a social reaction, political taboo topics 
such as fascism, racism, anti-Semitism, counter-revolutionary struggle, and the like 
were mentioned (see Salamun 1969). Among other examples, one can mention the 
engaged art of Balint Szombathy from the Bosch+Bosch group in Subotica, which in 
some respects also contains politically provocative/subversive elements (see Denegri 


4 For example, one of the ten messages that Miroslav Mandic presented during the group February 
performance was “For the King and the Fatherland,” as a prominent form of open political provocation 
to the Yugoslav socialist regime (see Suvakovic 2007). 
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2013; Suvakovié 2007). Belgrade artist Zoran Popovié (former member of the in- 
formal Group of Six Artists) realized “political works” (Suvakovié 2007, 353) dur- 
ing the middle and second half of the 1970s. However, it is essential to note that 
open political subversion in Yugoslav art was, in fact, only a rare exception, not the 
rule. 


Finally, when talking about antisystem deviations, it is necessary to consider 
the possibility of a connection between art and terrorism, understood as the most 
extreme form of anti-systemic actions. According to all available data, no examples 
of subversive activities that could be characterized as terrorist were recorded in the 
Yugoslav new artistic practice. However, the fact is that the ideological programs of 
some of the Novi Sad groups gathered around the Youth Forum, as well as certain 
acts of their members, significantly suggested potential ideological closeness to cer- 
tain forms of political extremism. In this respect, the following can be especially 
emphasized: neo-anarchist ideology; open defiance of the Yugoslav political regime 
and state system; subversive statements, calls for rebellion, revolution, etc.; elements 
of nihilism, i.e., negation and rejection of social values and principles, as well as 
other examples of radical (socio-political) views. Also, it is important to notice some 
additional features of certain Yugoslav conceptual artists and art groups that coin- 
cided with the characteristics of one part of the then-current extremists in the domain 
of the political left.*° For example: involvement in countercultural movements in the 
late 1960s and early 1970s; political engagement; adoption of various leftist ideo- 
logical settings; tendency to withdraw from general society; tendency to form com- 
munes, 1.e., socially isolated “cells”; mutual visiting and maintaining contacts with 
foreign communes and similar communities (artistic, countercultural and others).”° 
Bearing in mind that certain attitudes and statements of Yugoslav (above all, Novi 
Sad) conceptualists were truly extreme in nature, and respecting their deep commit- 
ment to the artistic and life mission they chose - not only in principle but also truly 
living their art - it seems that it is not entirely impossible that at least some of these 
artists in a certain period of life felt a certain ideological closeness to any form of 
political extremism. However, it is important to emphasize once again that, for now, 
no reliable indicator confirms the existence of such ideological closeness and (at 
least declarative) readiness of some of the Yugoslav conceptual artists to actually 
implement their political ideas through terrorist tactics.”’ 


°° For more details on ultra-left extremism during the 1970s, see, e.g.: Brockhoff et al. 2012; Dorié 
2016; Kushner 2003. 

°6 Such interactions existed, for example, with certain Italian groups, and it should be borne in mind 
that it was during this period (during the 1970s) that Italy was considered one of the most active areas 
in terms of left-wing extremism. 

°7 One of the indicators that the then regime could see state enemies - even potential terrorists - in the 
part of the neo-avant-garde art scene is the data related to the investigation into the murder of two 
police officers in Novi Sad in 1977. It was an unprecedented crime that shocked the entire Yugoslav 
public, and one of the authorities' hypotheses was that the murder of two officials was a subversive act 
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Peculiarities of Socially Deviant Manifestations of Yugoslav Conceptual Art 


Regarding to the presence of certain classical forms of social deviance, it can 
be concluded that Yugoslav conceptual art, in general, did not show significant spe- 
cifics compared to conceptualist artists' global experience. As can be seen, the dis- 
tinct types of deviations are mainly registered in the domain of the use of psychoac- 
tive substances, various manifestations of vagabondage, certain self-destructive acts, 
as well as several specific types of mental and social deviations. All this is in line 
with the general, global features of conceptual art of the same era, especially in con- 
nection with certain postulates and ideological settings adopted by a significant 
number of avant-garde artists from the 1960s and 1970s (for example, propensity for 
provocative behavior, unconventional lifestyle, experimenting with narcotics, etc.). 


As for the antisystem deviations, more significant specifics can be noticed in 
relation both to the eastern socialist states as well as to the western states. Compared 
to the West, Yugoslav conceptual art differed primarily in its ideological position- 
ing, and concerning the object of its (implicit or explicit) social critique. Namely, 
speaking about the political aspects, Yugoslavia's conceptual scene developed within 
the new artistic tendencies characteristic for the then socialist states, directing its 
criticism towards the ruling socialist regime. It differed significantly from the West's 
conceptual art, where the focus of artistic protest and attack was the capitalist con- 
sumer society and the general value system associated with it. On the other hand, the 
Yugoslav conceptual scene also differed significantly from conceptualist artistic 
circles in the Eastern Bloc countries. This was primarily evidenced by the signifi- 
cantly more liberal living and working conditions for artists. As already pointed out, 
the Yugoslav artists of the time had much more favorable conditions in terms of 
personal freedoms and rights (including freedom of artistic expression) and regard- 
ing the contact with foreign artistic practices. Among such international contacts, it 
is especially important to mention: the possibility of following current world trends 
in art, the possibility of traveling abroad, free communication and exchange of ex- 
periences with foreign artists, participation in foreign art festivals, guest appearances 
in Yugoslavia of famous foreign artists and others (cf Denegri 2013; PeSi¢ 2017). 


taken by terrorists to destabilize the state order. Soon, among the suspects were artists who were stay- 
ing in the city commune not far from the cite where the murder took place. These were some former 
members of conceptual groups that had been active at the Youth Forum a few years earlier. According 
to the testimony of the participants and contemporaries of these events, the police conducted a night 
raid and searched the commune's premises just a few days after the crime. In the following period, the 
same facility was monitored by the police in civilian clothes, and the residents and visitors of the com- 
mune were exposed to certain forms of police intimidation as well (see: Tarla¢, Popovic, and Rakezi¢ 
2017). In addition to this notable example, it is important to mention some KOD members' statements 
that the police also monitored their work at the Youth Forum (see Gojkov 2017b; Tarla¢é, Popovic, and 
Rakezié 2017). 
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On this issue, the Yugoslav scene was obviously much closer to Western artists than 
to artists from socialist countries. The described specific situation undoubtedly had 
to be reflected in the forms of manifestation of anti-system deviations among some 
Yugoslav conceptualists. 


Speaking about the state's attitude towards the Yugoslav artistic avant-garde 
and the deviant actions of its members, a significant ambivalence is noticed. On the 
one hand, there was a considerably more liberal attitude than within the Eastern Bloc 
regimes, which resulted in substantially greater freedom of artistic activity and ex- 
pression. At the same time, however, there was an energetic readiness of the Yugo- 
slav authorities for a decisive persecution of dissidents in case of an open encroach- 
ment on the ruling order's values. Thus, despite the principled liberality of working 
conditions, the Yugoslav conceptual scene significantly differed from its Western 
counterparts, approaching artists’ fate in the then repressive systems of Eastern and 
Southeastern Europe.”* To summarize, Yugoslav art was characterized by the pres- 
ence of a much higher degree of personal and artistic freedom than was the case in 
most socialist states, but at the same time the state vigorously sanctioned anti- 
systemic actions, intending to ensure the ruling order. 


As a general regularity, it can be noticed that antisystem deviance was a fea- 
ture of mostly those groups and individuals who strived for transparency of action, 
social provocation, and excess as an artistic strategy. In contrast, those groups and 
individuals who nurtured a more isolated, hermetic approach, free of sensationalism 
and shock strategies - generally did not exhibit similar (extremely) subversive ten- 
dencies. This is in line with the basic features of the use of anti-systemic elements in 
Yugoslav conceptual art, since, as shown, resorting to politically subversive content 
was usually only one of the strategies of social provocation and not a product of real 
ideological political extremism (cf: Denegri 2013). 


In terms of the manifestation of anti-systemic tendencies, several artists gath- 
ered around KOD and the Novi Sad Youth Forum were noticeably in the lead. The 
groups KOD, January, and February undoubtedly belonged to the category of pro- 
vocative art collectives whose members, among other things, used political excess as 
a means of expression. Hence, although the issue of the real political dimension of 
KOD and associates has been significantly relativized in the meantime (Suvakovié 
2007; Denegri 2013), it remains indisputable that the mentioned group of artists used 
political themes for provocation and subversion as part of their artistic work. Of 
course, this circumstance does not relativize the objections at the expense of very 
severe punitive measures that have been taken towards some of the involved indi- 
viduals (cf; Denegri 2013). 


°8 As N. Pedié vividly observes (2017, 56), “The youth revolt was allowed to a certain extent, except in 
the case that it interfered with 'Tito and the party.” 
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Analyzing the motives for the Novi Sad conceptual groups' anti-systemic ac- 
tions, three possible explanations are imposed. According to one, deliberate political 
provocation could have been a form of conscious exploration of the extreme limits 
of tolerance of Yugoslav society and the political regime. In support of such hy- 
pothesis, we can cite examples of those artists (especially Slavko Bogdanovic) who, 
at the zenith of the aggravation of relations between KOD and social institutions, 
carried out their most open political subversions, which ultimately led to the de- 
scribed repressive measures concerning individual members of the aforementioned 
art scene. According to another explanation, it seems quite possible that this group 
of artists, carried by youthful energy and enthusiasm, actually overlooked the dan- 
gers that threatened them in the case of open anti-systemic expression in an insuffi- 
ciently democratic society. It should be noted that some participants in described 
events explicitly confirmed this position (cf Gojkov 2017b). Finally, the third possi- 
bility would be a situation in which there were elements of both, that is, a conscious 
desire to provoke to the extreme, but also a certain carelessness and unpreparedness 
for possible consequences. In any case, due to the different attitudes of witnesses 
and participants in the mentioned events (see, e.g., Gojkov 2017b; Stavri¢ 2002), the 
final answer to this question, for now, must remain open. 


As a final conclusion, it can be noted that Yugoslav conceptual art was half- 
way between “Western” and “Eastern” conceptual artistic practices, thus depicting 
the general position of Yugoslavia as a state “on the border of East and West.” Such 
circumstances have caused significant specifics both in the manifestation of social 
deviance and the state reaction to such deviant phenomena. Yugoslav society had a 
moderately tolerant attitude towards conceptual art (and neo-avant-garde artistic 
practices in general) and towards socially deviant phenomena related to them, pro- 
viding more room for artistic momentum than was the case in other socialist states, 
but also showing readiness for a lot sharper repressive reaction (in the event of a 
threat to the ruling order) in comparison to the democratic societies of the West, in 
which artistic freedoms were set much more liberally. Hence, although the socio- 
political situation in the SFRY was much more favorable for artistic activity com- 
pared to the Eastern Bloc countries, the negative experience of the Yugoslav concep- 
tual scene indicates that the ruling regime in Yugoslavia was still ready for a radical 
confrontation with all artistic practices which clashed with the official political ma- 
trix. 
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